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RÉSUMÉ 
L' art rupestre est un élément inextricable du paysage_ Les peuples Algonquiens du 
Bouclier canadien cohabitent leurs paysages avec plusieurs « personnes autres 
qu 'humaines » (soit des êtres puissants, ou certains animaux, plantes et roches) et 
interagissent dans des rela6ons sociales avec elles_ Parmi ces chasseurs-cueilleurs, 
l ' art est souvent un medium employé pour l 'établissement et le maintien d'un 
dialogue réciproque entre les humains et ces « personnes autres qu 'humaines ». Les 
objets d ' art sont dotés d' « agency » et d ' « animacité » parce qu ' ils peuvent 
influencer ceux qui les manipulent ou ceux pour qui ces objets sont crées. Ainsi , la 
culture matérielle et certains endroits spécifiques dans le paysage contribuent à la 
construction et au maintient des relations essentielles pour le bien-être des entités 
vivantes _ 
Cette thèse examine comment l ' art rupestre du Bouclier canadien était impliqué dans 
la construction et le maintien des relations parmi les membres de la Première Nation 
de Temagami (nord-est ontarien) , les autres Premières Nations et les « personnes 
autres qu 'humaines »- Plus spécifiquement, cette thèse examine cinquante-quatre sites 
de pictogrammes et un site de pétroglyphes localisés sur le territoire traditionnel de 
Teme-Augama Anishnabai pour déterminer comment ils pouvaient remplir le rôle de 
sites sacrés, d' aides à la navigation, de marqueurs des territoires de chasse, de 
mécanismes dans la médiation des frontières sociales et comme un élément dissuasif 
contre les attaques des Haudenosaunee (Iroquois) au dix-septième siècle_ Une analyse 
précise du contenu pictural , des caractéristiques du paysage et de l ' emplacement des 
sites, en relation avec les sites archéologiques et sacrés, les routes traditionnelles de 
navigation, les territoires de bande et de chasse, indique que 1 'art rupestre est 
distribué d'une façon non-arbitraire dans le paysage. En tant que lieux sacrés, certains 
sites rupestres convenaient pour les rituels individuels et communautaires, ainsi que 
pour les pratiques des «medecine men »- Mais au-delà du « sacré», l 'art rupestre 
semblait aussi jouer un rôle profane, par exemple en indiquant les routes de voyage_ 
Les sites rupestres agissent effectivement à la fois comme des points de repère et des 
endroits liminaux où l'assistance des « personnes autres qu ' humaines » peut être 
sollicitée lors des grands voyages_ Par contre, l' art mpestre ne semble pas être associé 
avec les territoires de chasse et il demeure ardu d ' établir si 1 ' art rupestre agissait 
comme un dissuasif contre les attaques des Haudenosaunee, malgré que 1 'utilisation 
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de l'art rupestre lors des rituels secrets de sorcellerie et la forte association de 1 'art 
rupestre de Temagami avec les Haudenosaunee dans les traditions orales suggèrent la 
possibilité de cette fonction . Notre hypothèse est qu ' en tant qu ' élément du paysage, 
participant à une vision animiste du monde, l'art rupestre remplissalt simultanément 
différentes fonctions sociales et spirituelles essentielles, et qu'il aidait à structurer les 
relations entre les humains, les « personnes autres qu 'hun1aines » et les éléments 
géographiques. En fin de compte, en rejetant la dichotomie du sacré et séculaire si 
bien établie dans les études sur l' a1t rupestre, cette thèse démontre que l'art rupestre 
est un phénomène multifonctionnel. Elle déloge l' attention au seul contenu pictural 
pour tenir compte davantage du contexte élargi du paysage, notamment des voies de 
navigation. Par ailleurs, en offrant une rare analyse régionale détaillée, cette thèse 
fourni un catalogue photographique complet des sites rupestres de la région qui aide à 
démontrer la richesse de ce phénomène artistique. 
MOTS CLÉS: L 'art rupestre du Bouclier canadien, pictogrammes, pétroglyphes, les 
peuples algonquiens, paysage, animisme, agency de l' art, région de Temagami 
ABSTRACT 
Rock art is an inextricable element of a landscape and it is steeped in the world-view 
of its makers and users. Algonquian-speaking peoples of the Canadian Shield share 
their landscapes with various other-than-human persons (powerful beings, sorne 
animais, plants or stones) with whom they interact and enter into social relations. 
Among these hunter-fisher-gatherers, art is often a vehicle employed for establishing 
and maintaining the reciprocal dialogue between various human and non-human 
persons. Art objects are endowed with agency and animacy because they can 
influence those who manipulate them and/ or those for whom these objects are 
created. Both material culture and certain places in the landscape can help build and 
sustain relationships essential for the well-being of living entities. 
This dissertation explores how Canadian Shield rock art was implicated in building 
and maintaining relationships between Indigenous people of the Temagami area 
(northeastern Ontario), other First Nations and other-than-human persons. 
Specifically, it examines how 54 pictograph sites and one petroglyph site located 
within the traditional territory of the Teme-Augama Anishnabai and immediately 
outside of it functioned as sacred sites, navigational aids, territorial markers, mediums 
for the mediation of social boundaries and deterrent art against Haudenosaunee 
(Iroquois) attacks in the seventeenth cenhtry. An analysis of the pictorial content, 
landscape attributes and of the placement of the sites in relation to archaeological and 
sacred sites, traditional water routes, band and hunting territories indicates that rock 
art is distributed in a patterned manner in the landscape. As sacred sites, sorne rock 
art sites were particularly suited for individual and communal rituals or for places 
where medicine men practiced their rites. Rock art is strongly associated with travel 
routes often acting as a landmark and a liminal place in a journey where the 
assistance of other-than-human persons can be solic1ted. Rock art is not associated 
with hunting territories, however some prominent sites were suited for rituals where 
social boundaries were negotiated between the Teme-Augama Anishnabai and non-
band members. It is impossible to ascertain if rock art acted as a deterrent agent 
against the Haudenosaunee, however the use of rock art in secret sorcery rituals and 
the strong association of Temagami rock art with the Haudenosaunee in oral 
traditions points to the possibility of this function. As an element of the animic 
landscape that served simultaneously a number of social and spiritual functions , rock 
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art helped to stmcture relationships between people, other-than-hurnan persons and 
places. Ultimately, this dissertation offers a rare regional analysis and casts rock art as 
a rnultifunctional phenomenon, eschewing the sacred and secular dichotomy so 
entrenched in rock art studies. It also shifts attention from place to the larger 
landscape context and especially pathways that participated in the generation of these 
diverse sites . Finally, this dissertation provides a complete catalogue that illustrates 
the sites in the area and dernonstrates the richness of the phenomenon that is rock art. 
KEYWORDS: Canadian Shield rock art, pictographs, petroglyphs, Algonquian-
speaking peoples, landscape, animisrn, agency of art, Temagami area 
------------------------
INTRODUCTION 
"The Iandscape of the Teme-Augama Anishnabai is the ri vers that we have occupied 
and used as highways for thousands of years, the land area, N' Daki Menan, that we 
have called home for thousands of years" (Potts 1998: 189)_ 
Landscapes are homes to a people' s expenences, activities, stories and memones 
which are intimately connected with places, paths, animais, plants and other 
components of the human hved-in world_ The perception of a Iandscape is steeped in 
the worldview of its inhabitants that guides how people relate to its various tangible 
and intangible elements_ The perception of landscapes among Indigenous peoples of 
North America bas be en examined by various scholars ( e_g_ Brod y 1981 ; Cruikshank 
2005; Ingold 2000; Johnson 2010; Nelson 1983; Thomton 2008)_ As these studies 
demonstrate, these diverse groups of hunter-fisher-gatherers share an animic 
ontology1 and many spiritual beliefs, ritual practices and attitudes towards the land_ 
Animism, traditionally understood as the attribution of !ife and souls to inert objects 
(Tylor 1871), has seen a revival in anthropology under the guise of "new animism" 
that rejects the premise that animism is sorne misguided or metaphorical 
apprehension of the world and instead seeks to understand anirnic ontology on its 
own terms ( e_g_ Pedersen 2001 ; Willerslev 2007)_ Animism is about the practical and 
relational engagement with the world_ People are holistically immersed within the 
land and they cultivate social relations with its non-human components (animais, 
1 Ontology here stands for "a system of knowledge ___ an account of a way of being in the world 
and a definition tbrough practice (and not 01ùy througb cognition) of what that world is and how it is 
constituted" (Clammer et al_ 2004:4)_ "Anirnic" has been coined by the anthropologist Philippe 
Descola who prefers it to "anirnist," wbich, to him, conveys the pejorative connotations of animism 
conceptualised as a primitive religion (Descola 1992: 124n5)_ 
2 
plants , weather phenomena). Within what can thus be seen as a relational ontology, 
land is animate and implicated in the flow of the vital forces that sustain ail li fe . The 
relational attitude towards land impels people to "look after" the land so that the land 
and its inhabitants go on living (Ingo Id 2000: 149). Land and people are interrelated, 
prompting the blurring of distinctions among the two as evinced in statements such as 
"our people talk about me and the land being the sarne. I am the environment, and the 
land is one of our very close relatives" (Little Bear 1998: 18) and "we are the land" 
(Tripathy 2006:316). For Indigenous people of North America, the importance of 
relations that permeate religious and secular spheres of life, is often summed-up in 
the expression "Ali my Relations." Animic Indigenous cultures conceive of certain 
places, natural phenomena and material culture as alive and endowed with agency. 
This animacy and agency stem from spiritual ideas associated with the physical world 
and they emerge in the process of relational engagement between humans and the 
objects or places in question. Material culture and certain locations in the landscape 
can help build and sustain relationships essential for the well-being of living entities. 
Immense boreal forests and a labyrinth of innumerable lakes and rivers characterize 
the landscape that stretches from Québec to Saskatchewan. This vast region is known 
as the Canadian Shield, the Laurentian Plateau or the Precambrian Shield (Figure 
A.l ).2 For the Algonquian-speaking Indigenous people, such as the Cree, the 
Anishinaabeg (Ojibwa, Algonquin) and the Innu, who have dwelled therein for 
millennia, this land is an animate world which is shared with animais, plants and 
2 The Canadian Shield is a physiographic region of 4.8 million km2 which stretches from the 
Arctic Archipelago south into the Adirondack Mountains in northem New York, and into northem 
Michigan, northem Wisconsin, and northeastern Minnesota in the United States. Canadian Sh.ield 
extends from Labrador to northeastern Alberta, and includes most of Québec and Ontario, the north 
and east of Manitoba, and northern Saskatchewan (Bastedo 1994: 14; Moon 1970: 18). 
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other-tban-human persons.3 It is a landscape wbere natural formations, sucb as 
mountains, can be imbued with agency and where places are inbabited with spiritual 
powers. This animic perception fosters a deep attachment to the land that is expressed 
in the manifold relations cultivated between humans, other-than-human persons, 
animais, plants and places. 
Among such places of importance are rock art sites. Rock art survives especially in 
the fonn of pictographs, finger-painted with red ochre on vertical waterside cliffs, and 
petroglyphs abraded or incised into rocky outcrops, which are also located near water 
bodies, as weil as in the bush. The creation of rock art extends at !east over two 
millennia into the past; however sites were created well into the post-contact period. 
The pictorial content consists of figurative images of zoomorphs, anthropomorphs, 
items ofmaterial culture, as weil as of depictions of other-than-human persons. Many 
of the marks left on the rocks bave been called abstractions as they consist of 
geometrie motifs, such as circles, crosses or parallellines, or of indeterrninate figures. 
0.1 The rock art of the Temagami area 
The Temagami area is located between Latitude 46°- 48° North and Longitude 79°-
80° West in northeastern Ontario4 in the districts of Nipissing, Timiskaming and 
Sudbury. The town of Temagami, the largest settlement in the area, lies about 97 km 
(60 miles) north ofNorth Bay and about 480 km (300 miles) north of Toronto by way 
3 These hunter-fisber-gatherers are not complex. Complex bWJter-gatherers are more sedentary, 
living in long-term larger villages. They engage in substantial food storage practices and social 
hierarchy is more pronoWJced. 
4 Northeastem Ontario is a region roughly defined as stretching from the east shore of Lake 
Superior and north of Lake Nipissing. 
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of Highway 11 (Figure A.2). The region encompasses Lake Temagami and the 
surrounding lands; however, as Hodgins and Benidickson (1989:4-5) demonstrate, 
the extent of the Temagami region can be equated with a number of entities of 
economie and administrative nature. 5 The Temagami area corresponds roughly to 
n'Da ki Men an, the ancestral territory of the local Terne-Au gama Anishnabai (T AA), 
a mixed Ojibwa-Algonquin group with a later addition of Cree migrants.6 At the 
contact period in the nineteenth century, it covered roughly 10,000 km2. In the north, 
its boundary reaches the heigbt of the land by the bend in the West Montreal River; in 
the south, the boundary is drawn at the confluence of the Sturgeon and Temagami 
Rivers; in the west the boundary is drawn by Sturgeon River and, in the east, it 
reacbes the coastline of Lake Temiskarning (Timiskaming), between the mouths of 
Matabitchuan and Montreal Rivers (Figure A.3). N'Daki Menan means in 
Anishinaabemowin "our land." The narne Temagami means "Deep Water" or "the 
place of deep water." It is after this lake that the local Indigenous people call 
themselves Teme-Augama Anishnabai or "the people of the deep water" (Hodgins 
and Benidickson 1989:6, 10). Various spellings of the lake's narne have been 
employed over the years including Temagarni and Timagaming, botb toponyms 
appearing in the seventeenth century Jesuit Relations (Thwaites 1896-1901:44:245, 
62:223),7 Timagarni , Temagaming, Temagarningue, Temagamamingue and 
Temogamingue. This toponymie disorder bas not eluded the bureaucrats at the 
Geographie Board of Canada who tried, in vain, to standardise the spelling to 
Timagan1i "Not Tarnagan1ing nor Temagarni" (Anderson 1912:133). 
5 Temagami is as a contested region wbere the forest industry, recreation and lndigenous rigbts 
are at stake; tberefore its geographical extent might shift depending on the issue at band. However it is 
al ways centered on Lake Temagami (Hodgins and Benidickson 1989). 
6 The endonym Teme-Augama Anishnabai has been increasingly known outside of Temagami 
since the 1970s as the struggle surrounding unresolved land daims gained national attention. The local 
people have also been known as Timagami Ojibwa (Speck l915a) and, in the seventeenth century, as 
Outimagami (Thwaites 1896-1901 : 18 :229). Indigenous ethnonyms are discussed in Chapter V. 
7 The Jesuit Relations are not discussing Lake Temagami proper, see AnnexA 
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The Temagami area boasts the largest concentration of rock a11 in northeastern 
Ontario. There are at !east 58 known pictograph sües. Forty-nine are in n 'Daki 
Menan. Tbere are also nine sites immediately outside of n 'Dald Menan in the 
terri tories of the Wahnapitae and Mattagami bands (Upper Grassy Lake, Ferris Lake, 
Bigfour Lake, Matagamasi Lake, Stouffer Lake, and Chiniguchi Lake). Major 
concentrations of sites occur on Lakes Temagami (23), Anima Nipissing (6) and 
Obabika (5) . The majority of the known sites occur on lakes and only four sites are 
located on rivers. One site is located in the bush. There is also one petroglyph site on 
Wakimika Lake in n 'Daki Menan (Appendix B, Table B.l ; Appendix C). 
Furthermore, there are five known destroyed pictograph sites and five unconfirmed 
sites (Appendix B, Tables 8.2 and B.3). 
The motifs present include canoes with occupants; zoomorpbs, such as cervids, 
canids, and mustelids; powerful beings, such as thunderbirds and a homed snake; 
antbropomorphic figures ; and, especially, the so-called abstractions, such as circles, 
dots, crosses, and lines, as well as indeterminate figures . Series of lines known as 
tally marks are ubiquitous in the area. Of interest are sorne motifs that seem to be 
predominant within this part of the Canadian Sbield. Among these are the so-called 
bird tracks. Other rare motifs in Shield rock art which are found in this area are 
triangles and ithyphallic antbropomorphs (Lemaitre 2013:155, 158). The exact dates 
of the execution of the images are not known. Sorne Teme-Augama Anisbnabai 
attribute the sites to the Haudenosaunee/ Iroquois8 who attacked the area during the 
Iroquois Wars in the seventeenth century (Conway 1982a; e.g. Speck 1915a: 76; 
Wintemberg 1934). Rock art in the area seems to bave been made weil into the post-
contact period. The last person who was associated with it. was Wendaban, a medicine 
8 Haudenosaunee ("the people of the longbouse") are a confederacy of six Iroquoian-speaking 
First Nations : the Mohawk, Onondaga, Oneida, Cayuga, Seneca, and Tuscarora. The Tuscarora joined 
the alliance in 1722. Iroquois is an exonym of Algonqtüan origin adapted by the French in the 
seventeenth century (Fenton 1978:319-320). This tenu persists to this day in scholarly literature and 
arnong sorne Indigenous groups. 
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man who passed away at the end of the nineteenth century (Conway and Conway 
1989:56). However, the secrecy surrounding rock art precluded elucidating how 
exactly this connection was manifested. Renee, it is not known which sites or motifs 
he created or if he used existing images. 
0.2 Thesis aims 
This dissertation explores the functions of 54 pictograph sites and one petroglyph site 
within the cultural landscape of the Indigenous people of the Temagami area, 
particularly the Teme-Augama Anishnabai. I propose that as an element of the animic 
landscape, rock art is distributed in a meaningfuJ pattern in the landscape and tbat it 
helped to structure relationsbips between people and other-than-human persans by 
serving simultaneously a number of social and spiritual functions . Specifically, 1 seek 
to elucidate which sites played and how they fulfilled the role of: 
1) Sacred places, that is places where communication with other-tban-human 
persans was undertaken, where medicine men practiced their rites and wbere 
individual rituals, such as fasting or communal rituals could be realised; 
2) Travel aids tbat belped in the navigation of waterways and where otber-than-
human persans could be placated for safe passage; 
3) Territorial markers of hunting territories that helped to regulate land use; 
4) Mecbanisms that structured inter-group interactions by helping to negotiate 
social boundaries . .Rjtuals undertaken at rock art sites could bave facilitated 
interactions wltb and the integration of outsiders; 
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5) Deterrent agents against the Haudenosaunee (Iroquois). As su ch, rock art as a 
form of sorcer/ helped protect the Teme-Augama Anishnabai from the 
attacks that occurred in the seventeenth century. 
The choice of the Temagami area for this study was dictated by a number of 
following reasons. In arder to undertake a study where landscape patterns are 
examined, an area with a high concentration of sites was required. There are no 
known major concentrations of rock art in Québec; north western Ontario, on the other 
band, where such concentrations are plentiful, has received substantial attention from 
rock art scholars. Renee, I turned my attention to northeastern Ontario. Nortbeastern 
Ontario has concentrations of rock art sites in the Missinaibi Lake area, the French 
River area and the Ternagami area. The choice feil on the Temagami area because: 
1) It boasts the largest known concentration of rock art in north eastern Ontario, 
tbus increasing the study sample; 
2) Around half of the sites are concentrated on lakes (Ternagarni, Obabika, 
Anima Nipissing), which are accessible. Sorne sites are located in remote 
locations that require paddling for days or renting a plane. Though rernote 
sites could not be seen in persan, the significant concentration of sites on 
major lakes meant that a large number of sites could be exan1Ïned in persan; 
3) There are a number of ethnographie insights regarding the rock art and the 
Indigenous landscape of the region, particularly about the distribution of 
hunting territories and the traditional Indigenous waterways known as 
nastawgan (e.g. Macdonald 1985a, 1985b; Speck 1915b); 
4) Though most sites cannet be placed within ù1e larger archaeological context at 
the moment, as either no archaeological work was carried out in their vicinity 
or the results of the work that bas been undertaken were not available for 
9 Sorcery referes to the perfonnance of ri tuais (often with the use of material culture [charms] 
or plants) with the intent to influence someone and to cause harm. 
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consultation, the sites on Lakes Temagami and Obabika can be examined in 
relation to other archaeological sites tbanks to fieldwork carried out by 
Conway (1982b, 1984a) and Gordon (e.g. 1990a, 1995a). Such an analysis 
pro vides a more complex picture of rock art in its landscape; 
5) Northeastern Ontario rock art remains fairly unknown, with the majority of 
information hidden away in grey literature with only a few major publications 
on the tapie (Conway 1993; Lemaitre 2013). This study hopes to rectify this 
situation and familiarise the general public with rock art of this area. 
0.3 Rock art as art 
Most world-wide etlmohistoric and ethnographie sources, as well as oral traditions 
demonstrate the religions significance of rock art. For example, it is widely held that 
non-Western, prehistoric and pre-Renaissance European visual arts were intricately 
embedded in their cultural contexts, serving especially religions functions in contrast 
to the contextually-isolated, secular and aesthetic Western concepts of fine art that 
bad fully emerged by the eighteenth century (Herva and Ikaheimo 2002; Shiner 2001 ; 
Vastokas 1992). This evolutionary conception and dualism of the arts became weil 
entrenched in academie and popular thinking where aesthetic, non-utilitarian 
definitions of art tend to be privileged. According to this view, art is no longer sacred 
and utilitarian. 10 This bas led some rock art scholars to ignore or deny rock art's 
10 Art was not always interpreted along these reductionist dichotomies of ancien! sacred and 
utilitarian versus modern secular and non-utilitarian. For example, art historian Amold Hauser 
postulated various combinations of these characteristics throughout history. Hauser argued against a 
religious origin of art in the Palaeolithic claiming that its purpose was utilitarian (hunting magic) and 
that its makers bad no religion. According to Hauser it was only in the Neolitbic that religious art 
emerged along witb profane art, both of which served practical functions , white the "purposeless" art 
associated witb "art for art's sake" emerged in Ancient Greece (Hauser 2005[1951 ]:l-11 , 36). The 
secularity of modem art can also be questioned. Sorne masters of modem art bave been turned into 
quasi-religious icons as transcendental art takes the place of religion (Heinich 2003(1996]). 
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status as art, perceived as a modern western construct, that evades a "scientific and 
universally acceptable definition" (Bahn 1998:xiii) . The discussion of non-western 
and ancient visual expressions by means of this concept is held to involve a 
projection of western preconceptions onto other cultures and into the past For these 
scholars, art is believed to serve exclusively an aesthetic function; therefore it is 
inappropriate to apply this concept to an utilitarian fonn of expression, steeped in 
spirituality, where aesthetics were not of primordial importance ( e.g. Conkey 
1987:413 ; Soffer and Conkey 1997:2-3 ; Swartz 2007:125; Tornaskova 1997:268-
269). In order to shift attention away from rock art's status as art, new tenninologies, 
such as rock-art, have been proposed (e.g. Chippindale and Taçon 2006; Soffer and 
Conkey 1997:2; Taçon and Chippindale 2007).11 Others have defended the 
categorization of rock art as art by advocating for its aesthetic qualities, condernning 
the outdated rigid conceptualization of art and aesthetics, shifting attention to skill 
and syrnbolisrn inherent in artistic productions, emphasizing the multifunctional 
nature of art, as well as painting out the theoretical and methodological benefits of 
studying rock art as art (e.g. Chippindale and Nash 2004:22-24; Heyd and Clegg 
2005 ; Munson 2011 ; Whitley 2001:22-23). 
There is an oft-repeated idea that the word "art" does not exist in Native American 
languages (e.g. Phillips 1987:86). However, as the Chiricahua Apache scholar, Nancy 
Marie Mithlo (2012) bas argued, the negation of the word for "art" is a strategy for 
articulating Indigenous arts by Indigenous artists. For one, it stems from the rejection 
of the fine art category by artists who were alienated from it It represents the artists' 
rejection of the perception of Indigenous arts that was created by fine art institutions 
11 Sorne archaeologists working on Canadjan Shield rock art, such as Rajnovich ( 1994) prefer 
the designation of rock art as "pictme writing" because for them rock art is a sign system used for 
C0111lllurucation and teaching. Colson (2006:3) prefers "rock images" as "[t]he tenn 'art' is problernatic 
because it suggests that tbese images have primarily a decorative value and no intrinsic value or 
meaning of their own." In the runeteenth century, an Ojibwa term for rock art, Muzzinabikon, was 
reported by the ethnologist Henry R Schoolcraft. 
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(museums, galleries). These institutions impose upon Indigenous arts western, 
capitalist ideals, divergent from those oflndigenous cultures. This assertion is also an 
act of political self-determination and resistance to a "Western concept" that does not 
stem from Indigenous worldviews. At the same time, Mithlo (2012:114) links this 
rejection of "art" with the artists ' desire to distance themselves from consumerism 
and commercialism that threaten the "authenticity" of Indigenous art perceived as 
"spiritually oriented and free of Western influences." She argues that this leads the 
artist to conform to expectations of Indianness, to "play the Indian" and in the 
process, negate the complex and evolving nature of contemporary lndigenous people. 
Finally, the assertion "no word for art," picked up by non-Indigenous art scholars, 
allowed them to discuss Indigenous arts without taking into consideration Indigenous 
philosophies of art. This deniai of Indigenous knowledge, perpetuated by sorne 
Indigenous artists themselves, resulted in casting Indigenous art into an anti-
intellectual sphere. Thus, "no word for art" is not an innocent observation, but a 
strategie assertion, deployed depending on particular needs and circumstances. 
Aestbetic philosophies of non-western people are not articulated according to western 
parameters; however, this does not eliminate the presence of art and aesthetics within 
these cultures (see for example Anderson 1992, 2004[1990] ; Morales 2005). 
Indigenous people share varying attitudes re garding the status of rock art as art. Sorne 
are uneasy with the expression "art" because they perceive it in terms of aesthetic 
function and see it as pointless in the context of rock art production. Furthermore, 
ascribing the status of art to rock art might represent a western form of cultural 
appropriation (Heyd 2003; Morales 2005 :64-65, 71).12 However, native artists 
exposed to and trained in Western art practice are more readily acknowledging rock 
art as art (Morales 2005 :65). In Canada, artists such as the Ojibwa Narval Morrisseau 
12 During visits to rock art sites in the Lake of the Woods area in Ontario in 2006, 1 was advised 
by the local arcbaeologist against using the term "rock art" in conversation witb the local Ojibwa 
people and to adopt the more "neutra!" term "rock paintings." 
- ---------------------, 
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have been inspired by rock art images in their artistic production (Berio and Phillips 
1998:229-230; Phillips 2006:74). 
Many anthropologically useful definitions of art have been offered ( e.g. Gell 
1996: 15-17), which emphasize the importance of aesthetics and semantics (Morphy 
2005[ 1994]:655) or highlight art's role in social interaction (Gell 1992, 1998). 
Canadian Shield rock art, a form ofvisual expression steeped in Algonquian-speaking 
peoples' aesthetic values, pregnant in meaning and an agent in social interaction, can 
be treated as art (Vastokas 1986/87; Zawadzka 2010). 
0.4 Contextualising the present study 
Rock art in the Canadian Shield is most often interpreted by archaeologists as a 
sacred phenomenon. The pictorial content is predominantly believed to be a record of 
dream visions acquired by medicine men and vision questing youth. Rock art is also 
connected with the maymaygwaysiwuk, 13 other-than-human beings that dwell in cliffs 
13 There are various spellings of this term depending on the language and the person 
transcribing it (no standard ortbography exists for Ojibwa, Algonquin or Cree languages). In Ojibwa 
and Algonquin/ Anishinaabemowin languages the terms (in plural) Memengwéciwak, Memegwesiwak 
or maymaygwaysiwuk have been recorded (Cuoq 1886:2 13; HaUowell 1992:64; Morrisseau 1965). In 
Cree the term Mamakwashiuch (Denton 2007:153) and among the Innu the term Meme/,'We 'zu (Speck 
1925:12) have been recorded. 
Indigenous terminology employed in this d1esis (see especiaUy chapters V and VI) cornes from works 
aud1ored by non-Indigenous and Indigenous scholars and linguists . In sorne cases, when various forms 
of similar terms are known and encountered in the literature, these variants are identified. Since there 
is no standard writing system for the diverse Algonquian languages, even the same terms cau be 
spelled varyingly, especially if they are recorded at different time periods. Furd1ermore, different 
dialects and their associated phonologies contribute to fuis orthographie diversity. Wben the discussion 
of language and translations of tenus was undertaken in Chapter V, dictionaries from the nineteenth 
and twentietb centuries of Ojibwa and Algonquin languages were consulted, as weil as online 
resources (for example The Ojibwe People 's Dictionary http://ojibwe.lib.umn.edu/). Various sources 
were consulted in order to gain a better perspective on the languages, their variations and similarities. 
No consultation wiili contemporary speakers of the Anishinaabemowin language was undertaken as it 
is beyond the scope of this tbesis. 
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by the water. Medicine men obtained medicine from maymaygwaysiwuk who were 
also credited with the creation of many rock art sites. The meaning of rock art 's 
pictorial content has been mainly analyzed in light of Midew;win pictography and 
Algonquian-speaking peoples ' oral traditions ( e.g. Dewdney and Kidd 1967; 
Rajnovich 1994; Vastokas and Vastokas 1973). What the images represent tends to 
be a priority in rock art studies and these images are known to have had 
simultaneously a plurality of meanings ( e.g. Rajnovich 1994 ). 
Recent archaeological and ethnographie studies have also examined rock art within 
its landscape context. Landscape approaches have concentrated on elucidating the 
factors behind site choice and the functions of the sites by investigating the 
characteristics of the place ( e.g. micro-topography), the materiality of the place (how 
the phenomenological characteristics of the place shaped human experiences), as weil 
as the site' s placement within the larger landscape context. Here again, sacred 
interpretations have been influential and sites tend to be interpreted as places where 
communication with otber-tban-human persons, especially guardian spirits and 
maymaygwaysiwuk, was undertaken (e.g. Arsenault and Zawadzka 2014; Molyneaux 
1980; Steinbring 1998; Vastokas and Vastokas 1973). As such, rock art was an 
integral part of the wider sacred landscape where effigy formations, mountains, rapids 
or trees were the dwellings of other-than-human persons. The sacred dimension of 
rock art cannot be denied as ethnographie and ethnohistor1c sources have 
demonstrated (e.g. Hallowell 1992:64; L. Jones 1979; Thwaites 1896-1901:55:191). 
Rock art is located in places that are at the junction of the Upperworld, 
Underworld/Underwater and the Earthly plane. The sites acted as axes mundi which 
facilitated communication with other-than-hun1an persons through the images and 
their associated teachings, as weil as the material quahties of the place, such as high 
cliffs, rapids, quartz veins or calcite/silica precipitate deposits, which were imbued 
with spiritual qualities. The ritual practices associated with rock art, such as vision 
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questing and deposibon of offerings further point to the commumon established 
between humans and other-than-human persans. 
However, is rock art only steeped in the sacred dimension of !ife? The divisions 
between sacred and profane and ritual and functional have been discussed by 
archaeologists who demonstrate that these divisions are not clear-cut (e.g. Àiki:is et al. 
2009; Brück 1999; Gazin-Schwartz 2001 ; Herva and Ikaheimo 2002; Johansen 2004). 
The thinking behind the old archaeological joke ifwe can 't understand il, il must be 
ritual might explain sorne of the prevalence of religious interpretations of rock art. 
Herva and Ikaheimo (2002) have argued that the apparent Jack of functionalüy of art 
coupled with the primacy of iconjcity in our Western culture drives the ascription of 
art to images and not, for example, lithic tools, thus ancient images are stripped of 
any utilitarian connotations. The idea of "art for art's sake," though flourishing in 
philosophical and artistic circles of the nineteenth century, has percolated from the 
academie and artistic discourse and become common knowledge. It still captivates 
and influences our thinking about the role of art in the past and in the present. 
As studies of Algonquian social and religious beliefs and practices have demonstrated 
(e.g. Brightman 1993, Hallowell 1976[1960]), divisions between nature and culture 
and sacred and functional are virtually absent in the Algonquian world view, the 
spiritual permeates the secular aspects of !ife. An emphasis on the sacred downplays 
how ritual and sacred places can participate in other ilimension of life and how 
activities usually relegated to the secular sphere can be permeated with spirituality.14 
Rock art could have also been implicated in the more practical or secular aspects of 
life. Interpretations of rock art as a social phenomenon have been offered by Lambert 
(1986) and Norder (2003, 2012a; Norder and Carroll 2011) who have examined the 
14 For example, the Dakelh (Carrier) from the interior of British Columbia consider bark-
stripped trees who se bark was used among others in the manufacture of clotbing, blankets and baskets, 
as sacred because they evoke past ancestors (Oliver 2007:11, 14). 
----------- ----------------
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rock art of northwestern Ontario as a source of information about resource areas, 
aggregation points and travel routes. As such, these studies indicate that rock a1t 
participated in the wider circle of social interactions, beyond the sacred realm and 
provided spatial, temporal, social and spiritual information thus fostering relations 
between humans, other-than-human persans and places in various contexts. In the 
end, the dualisms sacred 1 profane and functional 1 non-utilitarian skew our 
understandings of ancient and non-western art practices because we cannot assume 
that these divisions were clearly entrenched or that art was strictly religious. 
Elucidating the meaning of the images is of great importance in rock art studies. The 
semantic approach is fuelled by the overarching belief that rock art is a system of 
communication, a form of expression that needs to be deciphered in order to shed 
light on the past. If elucidating the meaning of the images is of great importance in 
rock art studies, three issues remain to be addressed with respect to any quest for 
meaning. The first issue concems the limits of iconographie studies of rock art. 
Identifying what is being depicted is not a straight forward process, especially when it 
cornes to the so-called abstractions, often consisting of lines or convoluted linear 
figures, that are regularly identified. Though sorne pictorial conventions are known, 
in large part thanks to the study of Midewiwin pictography, many await to be 
researched and identified. To the problem of identifying images and pictorial 
conventions should be added that of ambiguity. Abstractions and indeterminate 
motifs can be conscious choices to conceal the subject matter and its associated 
knowledge orto open the field of possible interpretations (Munson 2011:117-118). 
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Ethnographie inquiries reganling meaning are not always fruitful because meaning(s) 
is not communicated freely with the non-initiated.15 
Sorne researcbers (e.g. Jones 1981 :75; Lemaitre 2013 ; Norder 2003; Rajnovich 1994; 
Vastokas and Vastokas 1973) have explored rock art througb two pictorial systems 
first identified among the southwestem Ojibwa people by the nineteenth century 
ethnologist Henry Schoolcraft (1851 -1857:1:351-415). These were the kekeewin 
images which were generally understood by ali and served for recording travelling 
and hunting information, as weil as totemic clans; and kekeenowin images which 
were used for sacred pm-poses, for sorcery and for hunting magic, especially by 
medicine men, and bad a restricted audience. These two pictographie modes were 
also discussed by Densmore (2007[1929]:174-183), Hoffman (1888), Mallery 
(1886:16, 147-223; 1893) and Voegelin (1942). Only Schoolcraft used the terms 
kekeewin and kekeenowin. 
The dichotomy between the two groups is an illusion. Though kekeewin were public 
and understood by the general population, Hoffman (1888:225) observed that 
"[g]enerally such records are unintelligible to anyone other than the maker, and for 
him the individual characters are simply mnemonic, aiding to recall circumstances a 
detailed account of which is subsequently narrated orally.'' Within the kekeenowin 
group, certain pictographs used in the Midewiwin scrolls were understood by ali of 
the society ' s initiates. Others were idiosyncratic and their rneaning fluctuated 
15 Conway ( l 992a: 13) recounts that be fore the medicine man Fred Pi ne from Garden River 
(near Lake Superior) revealed to him information about rock art sites, Conway worked "for an average 
ofthree hours a week, for two years." Steinbring was also unable to secure ù1formation about rock art 
in Manitoba due to the secrecy that surrounds it. 
In November of 1972, I interviewed Mr. Edward Raven, an 84 year-old Saulteaux 
[Ojibwa] at the Jackbead Reserve in the Manitoba lnterlake. He vigorously ad.monished 
me to refrain even tbinking about the rock paintings. Such, he said, might cause me to 
"go crazy." It was an honest and weil meant warning; the power ofthese strange figures 
could bave a very damaging effect (Steinbring 1978:7). 
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depending on the context (Densmore 2007[1929]:175 ; Vastokas 2003 :7; Vennum 
1978). At the same time, images of certain other-than-human beings were familiar to 
all. Determining which images belonged to what category is problematic because 
they both shared sorne of the pictorial inventory and conventions. Figurative and 
especially abstract motifs were present in the kelœenowin category (Vastokas and 
Vastokas 1973 :45) , while the kekeewin category was populated by "common 
figurative signs" (Schoolcraft 185.1-1857: 1:351 ), though simple geometrie figures 
(lines, circles, triangles) were also employed (Densmore 2007[1929]: 176-178; 
Hoffman 1888). In keeping with Algonquian beliefs and practices, the sacred and the 
secular cannat be neatly demarcated; rock art would have been implicated in secular 
and generally understood by ali kekeewin and the sacred and esoteric kekeenowin 
(Schoolcraft 1851-1857:1:351 , 405-406). The two modes are especially useful for 
opening a discussion of images associated with specialised and general knowledge 
and multifunctional interpretations for rock art. However their identification in rock 
art remains elusive. In light of this, no attempt will be made here to categorise images 
according to these divisions . 
The second issue is that images are not the ultimate essence of rock art. Meaning is 
also inherent in the medium (rock, ochre) and in experience. Thus, the meaning of 
rock art also stems from the organisation of images on the rock surface; from the 
place and its physical characteristics and location in the landscape; as weil as from 
the experiences that arise in the course of engagement with rock art (Vastokas 1992, 
2003). In the context of Canadian Shield rock art, certain visual and acoustic 
properties of place that are patent carriers of meanings have been discussed ( e.g. 
Arsenault and Zawadzka 2014; Steinbring 1992). However, these landscape attributes 
are most often discussed as general theory or applied to specifie sites and regional 
analyses are rare (e.g. Norder 2003). 
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Finally, there can be a plurality of meanings that are historically contingent and 
depend on the knowledge of the audience (Jones 1981 :75 ; Norder 2003). The 
complexities of the multilayered meaning(s) have been expressed by Dewdney 
(Dewdney and Kidd 1967:69) in a description of a site on the Dryberry Lake 
(northwestem Ontario): "The bird form which I have guessed to be an eagle looks 
rather more like a loon, erect and stretching its wings on the water. However, unlike 
Gertrude Stein who wrote, 'A rose is a rose is a rose,' the Indian would be more 
likely to say, 'A bird is a loon is an eagle is a man is a manitou ' !" Attempting to 
elucidate a meaning for the images seems a quasi -futile endeavour. Norder (2012b) 
argues for a rock art perceived through the framework of user/caretaker instead of 
maker/meaning. Analysing rock art through the former context is more efficient 
because the original meaning of the images is often !ost and emphasis can be put on 
the active engagement and continuous use of a rock art site. This user/ caretaker 
perspective deflects attention from the specifie original meaning and context of 
creation to embrace a more practical engagement with rock art. Here the importance 
is on the dialogue that takes place between humans and other-than-human persans 
and on the re-appropriation of rock art by Indjgenous people, whether they are or are 
not descendants of the creators. This perspective explains why rock art remained of 
importance to Indigenous users throughout time, despite the Joss of the original 
meaning associated with the images (see also Jones 1981:76-77). The framework of 
practical engagement also allows to re-cast rock art sites in various contexts of use, 
thus allowing for their multifunctionality. In the case of Temagami area rock art, the 
question of whether the ancestors of the actual First Nations or the Iroquois made the 
images is secondary to the importance that this rock art bas for present people. Since 
the sites were not dated it is impossible to assert if and which sites date to the 
seventeenth century. What matters are the stories that link rock art, Iroquois and 
ancestors and that ultimately create a bond with the land. 
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Glven the issues surrounding the searcb for meaning I will not, in the course of this 
tbesis, attempt to arrive at sorne particular meaning(s) for the images. Images are 
rather one of the elements that are essential for understanding rock art as the 
importance of landscape studies demonstrates. As this tbesis will strive to 
demonstrate, a landscape approach can lead to insights into rock art even if the quest 
for meaning is escbewed. Rock art is also not limited to the sacred and is a 
multifunctional phenomenon, as the framework of kekeewin and kekeenowin images 
suggests and as the few studies tbat have examined its social dimension within the 
landscape context demonstrate. Renee, this study will treat rock art as a 
multifunctional phenomenon within its cultural landscape context through the prism 
of animic ontology where relationsbips are maintained withl through places and art. 
0.5 Theoretical and methodological implications 
The theoretical underpinnings that inform this researcb are based on ideas of animism 
and its manifestation within the landscape and art of hunter-fisher-gatherers. 
Landscape is analysed tbrough Tim Ingold ' s "dwelling perspective" (Ingold 2000) 
which stipulates that landscapes are not cultural constructs that are created in human 
minds and inscribed onto neutra! nature. Rather, they are socially meaningful and 
cannot be divorced from those who inhabit them, since both constitute each other in 
the process of life unfolding. The practical engagement witb a landscape manifested 
in various activities, gives rise to specifie relational contexts tbat in their turn give 
rise to multiple agencies . The continuum of relations extends the bounds of whom 
and what is an agent. 
The pnmacy of relationships inherent in an1mtc ontology is the foundation of 
Algonquian-speaking people' s beliefs. The landscape is animate and inbabited by 
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other-than-human persans that can include animais, plants, stones, weather 
phenomena and abjects . These non-human beings are essential in arder to assure 
good life and balance in the universe. Since animism postulates that animacy and 
personhood emerge through relations, it implies that agency is not restricted to 
humans. Agency, the capacity to act and influence, can extend to places and abjects. 
This entails that animacy and agency can be present in rock art - its images and the 
cliff or bedrock on which they were painted or engraved - as it is enmeshed in the 
web of relations through its various functions . Animism applied to the study of 
Canadian Shield rock art breaks down dualisms that can lead to interpretations of 
predominantly sacred nature, of landscapes as constructs and of images as neutra] 
representations. 
This thesis favours a humanist approach that seeks to shed light on the experience of 
rock art in the landscape. The validity of the interpretation offered therein rests not 
upon scientific testability but upon the information in ethnographie and ethohistorical 
sources and observations in the field being subjected to further investigation through 
rime (see Vastokas 2005 :150). In arder to tackle the role of rock art in the landscape, 
evidence will be examined though the prism of informed and formai methods. 
Informed methods are 
those that depend on some source of insight passed on directly or 
indirectly from those who made and used the rock-art - through 
etlmography, through etlmohistory, through the historical record, or 
through modern understanding known with good cause to perpetuate 
ancient knowledge (Taçon and Chippindale 1998:6). 
F ormal methods, on the other band, are 
those that depend on no inside knowledge, but which work when one 
cornes to the stuff 'cold ', as a prehistorian does. The information 
available is then restricted to that which is ümnanent in the images 
themselves, or which we can discem from their relations to each other 
and to the landscape, or by relation to whatever archaeological context is 
available (Taçon and Chippindale 1998:7-8). 
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Sources that fall under the urnbrella of informed methods include etbnohistoric, 
ethnographie and historical sources and oral traditions. The substantial ethnohistoric 
and ethnographie record which documents Algonquian beliefs and practices from the 
subarctic and the Great Lakes region ( e.g. Brown and Brightrnan 1988; Hallowell 
1992; Jones 1861 ; Kohl 1985[1860]; Skinner 1911), coupled with insights about 
Algonquian artistic practices and iconography (e.g. Oberholtzer 1994; Schoolcraft 
1851-1857; Speck 1977[1935]), including ·specifie references to rock art production 
and consumption, warrants its use for the present study. Oral traditions ( evoked 
particularly in Chapters V and VI) are especially important for cultivating cultural 
memories, identity and belonging to the land as specifie places and their 
characteristics are evoked in relation to Ancestors and other-than-hurnan persans. 
Su ch stories are evidence of inhabitation. 16 
The sources come from diverse Algonquian-speaking groups, such as the Innu, 
northem Ojibwa or Cree and they date anywhere from the seventeenth century to the 
twenty-first century. The available sources reveal geographie, political, social and 
academie interests, limitations and biases of their creators, as well as the historie 
contexts in which these sources were created. Furthermore, prior to the nineteentb 
century, the sources are less nurnerous. This leads to a spatial, temporal and thematic 
mosaic. For example, seventeentb century sources created by missionaries contain 
16 J. Edward Chamberlin (2003: 1) recounts a story of a meeting between Gitksan people and 
government officiais in British Columbia. 
It bappened at a meeting between an Indian community in northwest British Columbia 
and sorne govenunent officiais. The officiais claimed the land for the government. The 
natives were astonished by the claim. They couldn ' t understand what these relative 
newcomers were talking about. Finally one of the eiders put wbat was bothering them in 
the form of a question. "If this is your land," be asked, "where are your stories?" 
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information on religious customs and beliefs, but especially from areas around the 
Great Lakes where these missionaries were present In the twentieth century, 
information on beliefs cornes especially from anthropologists working in northern 
Manitoba, Ontario and Québec, distant destinations where the "authentic" and 
"traditional" Indigenous people are supposedly located. The people discussed belong 
to the same linguistic farnily, yet this does not imply a cultural conflation of these 
various peoples. Regional distinctions among Algonquian-speaking peoples in 
regards to ritual and social practices, oral traditions, as well as material cultme are 
clearly present in the ethnographie and archaeological record (e.g. Barriault 1969; 
Pollock 1975; Rogers and Smith 1994). There are also significant similarities (e.g. 
Bishop 1994:278-281 ; Dixon 1909). These various peoples are being canvassed for 
insights about the worldview and artistic practices because these similarities exist and 
because this information is relatively sparse for the Temagami area. The widespread 
similarities in the importance of relationships and in attitudes towards landscapes and 
rock art strengthen the possibility of a comparable situation in the Temagami area. 
Traditional Indigenous beliefs have been affected by contact with Euro-Canadians 
and missionary activities, yet continuity in core beliefs and values has persisted since 
first contacts in the seventeenth century to present times especially through language, 
traditional stories and "religious symbolic images" (Vasto kas 2005: 152; also 
Hallowell 1992:10, 60; Preston 2002 :xvi). However, an emphasis on continuity 
reveals a quest for an "authentic" and "traditional" culture, unspoiled by Euro-
Canadian presence. This quest for an "unspoiled origin," that parallels the 
maker/meaning framework, contributes to the deniai of agency to Indigenous cultures 
that are seen as static and unable of initiating internai change (change is attributed to 
Euro-Canadian intrusion). Historie and contemporary Indigenous groups that are 
evoked in this thesis had and continue to have a relationship with rock art, bence an 
"unspoiled origin" is irrelevant. Another problem with the use of ethnography and 
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etbnohistory to inform archaeology is the danger of creating an abistorical, 
homogenous past where cultural elements are extracted from an amalgam of 
information (that spans four centuries) and then frozen in tune. Though steps can be 
taken to flesh out a diachronie perspective, this does not help in the interpretation of 
rock art because we don ' t know when specifically it was created, who exactly created 
it or how its use changed through time. Despite the issues surrounding these sources, 
interpreting archaeological remains , that pertain to ritual, beliefs or social 
organisation (that often to not leave tangible traces), is greatly enhanced with data 
from ethnographie and ethnohistoric sources. 
Few etbnohistoric sources address directly the beliefs and social practices of the 
people of the Temagami region as there was little European presence in the area of 
study until the nineteenth century. Ethnographie work in the area was carried out by 
Speck, Macdonald and Conway. The work of the antbropologist Frank Speck who 
recorded the oral traditions (1915a), as weil as the traditional hunting territories in the 
area (1915b, 1915c) from the Teme-Augama Anisbnabai provides sorne key 
information about the landscape, land tenure and rock art in the area. Macdonald 's 
(1985a, 1985b) 27-years long etbnogeographic study ofthe nastawgan, the traditional 
routes of northeastem Ontario, led to the creation of a rnap that details Indigenous 
toponyms and the traditional canoe and winter snowshoe routes in the region as they 
existed prior to A.D. 1900, before dams changed the shape of 35 lakes and rivers in 
the region. Conway ( e.g. 1982a; Conway and Conway 1989) collected ethnographie 
-------------------------------------------
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insights regarding rock art, as weil as the Iroquois wars .17 Interpretations of rock art 
from contemporary Teme-Augama Anishnabai were not sougbt because, due to the 
sacred nature ofrock art, information on it is not always shared freely. Rock art is of 
importance to the contemporary Teme-Augama Anishnabai and examining the 
17 The paucity of ethnographie work in the area raises the issue of legitimacy and accuracy of 
the findings especially since iliere was little subsequent re-evaluation. The work of Speck among 
various groups of northeastern America is higbly regarded and he is recognised especially for the 
elaboration of the ilieory of ilie family hunting grounds, the study of hunting as a religions activity and 
the extensive collecting of materia1 culture (Descbênes 1981 ). Despite the higb regard for his 
scbolarship, Speck' s work is not devoid of preconceptions about the "authenticity" of native artifacts 
and errors of interpretation (Deschênes 1981 ). It was especially his ideas on hunting territories that 
were re-evaluated and criticised in subsequent scho1arship. However, his theory ofhtmting grounds bas 
to be understood througb the prism of earl y twentieth century co1onialism and land rights. Speck was 
interested by Indigenous territoriaJity and developed the concept of farnily hunting grounds as part of 
his involvement in a political struggle surrounding aboriginal land rights at a time when these lands 
were being lost to colonial powers (Deschênes 198 1; Feit 1991; Pulla 2006). Speck recorded the 
information from the people ofTemagami during a period oftwo weeks in 1913. However, his short 
stay was welcomed by the Teme-Augarna A1ùslmabai and it was incorporated into their struggle for 
the recognition of their land claim by the provincial govemment. As the Teme-Augama Aiùs1mabai 
Clùef Potts exp1ained: 
Speck arrived under the auspices of the Cana di an govemment lùs research financed by 
the Geological Survey. Since the land daim had started, the only officiaJs our people had 
ever met were local Indian Agents and provincial frre rangers. Suddenly, here was a 
government man who was interested in our past and present life, our land tenure system, 
our political organization, our mytbs and stories. This couldn't be a coïncidence. The 
people must bave assumed Speck bad been sent to gather information to help sett1e our 
claim. They welcomed him and openly told him just about anytlùng he wanted to know 
(Potts and Morrison 1988: 16, quoted in Feit 1991: 122). 
Macdonald ' s research relied heavily on Indigenous inforrnants across northeastern Ontario. The 
quality of bis work led to the publication of the map under the auspices of Ontarian government. 
Conway's work bas not been re-evaluated to a significant extent and tlùs thesis puts to test sorne of his 
assertions. The stories he collected about the Iroquois Wars are also recounted by Teme-Augama 
A1ùshnabai witnesses in the land claim trial ( 1982-1984) (see Chapter I) and reported to an extent to 
Gordon (1995a). 
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relationships cultivated between people, landscape and rock art in a contemporary 
post-colonial setting constitutes an entirely different project. 18 
Formai methods seek to elucidate the patterns in image content and site placement. 
Distributional studies of rock art, where rock art is treated as a system of 
communication meant to convey a range of information in the landscape without 
direct face-to-face interaction, are pertinent to this study_ These types of studies have 
been developed in contexts where infon11ed approaches could not be applied, as 
ethnographie and ethnohistoric information was lacking_ These studies analyse the 
content of rock art in relation to the topographie setting of the site, the site's visibility 
and prominence, and the distribution of sites across the landscape in relation to 
resources, paths and other archaeological sites_ Rock art from the European 
Palaeolithic (e.g. Barton et al_ 1994; Gambie 1991), Neolithic and Bronze Age (e.g. 
Bradley 1997; Fairén-Jiménez 2007a, 2007b), as well as from Colorado (Hartley and 
Vawser 1998) and Lake of the Woods (Norder 2003) bas been analysed in this 
manner. These studies indicate that rock art could have conveyed information about 
zones of resources or resources' ownership or about paths in the landscape. 
This approach bas been developed especially by Richard Bradley who has looked at 
the landscape context of rock art and its ramifications for the functions and the 
audience of rock art (Bradley 1991, 1997, 2001 , 2002, 2009; Bradley et a!_ 1994; 
Bradley et al_ 1993)_ Based on the insights from anthropologists of art Robert Layton 
18 For example, Alex Mathias, a Teme-Augama Anishnab<ti Eider who lives on bis ancestral 
lands, actively promulgates his lndigenous heritage and the importance of land. He has been 
organising (for the past fifteen years) the Changing of the Seasons Ceremony that celebrates the fall 
equinox. This gathering is open to Indigenous and non-Indigenous people. At this time ceremonies are 
held, among others, at the Grandparent Rocks on Lake Obabika and Spirit Rock on Shish-Kong Lake 
(places discussed in Chapter VI). See for example, 
http ://www.ottertooth.com/ femagami/History/Characters/amathias.htm 
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and Howard Morphy, Bradley ( 1997:9-11 , 2001, 2002) enumerated the issues 
surrounding the motifs and the elucidation ofmeaning of rock art images such as: 
There can be more than one style of rock art in a society and these styles can 
have different functions (cf. Vastokas and Vastokas 1973:137); 
Abstract motifs might have complex meanings, with simple geometrie motifs 
being more ambiguous, thus allowing for the proliferation of meanings. More 
complex abstract motifs might be associated with specialised meanings. 
Abstract motifs can provide an effective barrier to accessing meaning; 
Figurative images might be metaphors; there is not necessarily a simple 
correlation between the motif and what it depicts ; 
Meaning can be different depending on the audience of rock art; 
Meaning of a motif depends on the context of its encounter. 
Bradley ( after Ingold 1986) took into consideration the perception of lands cape by 
mobile hunter-fisher-gatherers where places and paths are emphasised instead of plots 
of lands as is the case among settled peoples. The meaning of the images might be 
intangible. Nonetheless, key indicators can be referred to in attempting to ascertain 
both the functions and the intended ' audience' of any given site: what is depicted 
(abstract or figurative subject matter); how 1t is depicted (image size and quantity); 
the site's location; the views it commands; the frequency of sites in an area; their 
accessibility; and the sites' relation to other culturally significant places. 
Following Wobst's (1977) work on style and infonnation exchange, Bradley 
(1997:12) contends that frequent encounters between familiar people resulted in 
lower information transmission via material culture than if strangers were meeting 
where more infonnation would need to be exchanged. This could translate into sites 
with few images versus sites with higher and more diversified image content. 
Accessibility of a site would be determined by the image content and the location of 
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the site. Easily interpreted figurative images (generalised knowledge images) would 
be more accessible than, for example, complex abstract figures (specialised 
knowledge). Visible, large or numerous images would be conspicuous and therefore 
would be consumed by a larger audience, white a few small images would be 
concealed. Striking locations, such as high cliffs or oddly coloured rocks would be 
more visible than sites located on small cliffs or in caves. Sites located on well-
known paths or near habitation sites could point to a larger audience and be public, 
while sites removed from paths or habitation sites would be more private (Bradley 
2002, 2009; see also Norder 2003). For the purposes ofthe present study, data on the 
images, characteristics of rock art sites and the sites' landscape context was collected 
in the field. The examination of sites' functions was undertaken according to the 
following analysis: 1) the content ofthe images, 2) their visibility and quantity, 3) the 
characteristics of the rock outcrop and of the place itself, and 4) the placement of the 
sites in relation to other places of importance ( e.g. sacred or habitation sites), paths 
and boundaries of hunting terri tories and of n 'Daki Menan. This latter component of 
spatial patterning was undertaken using Macdonald's (1985b) map and involved the 
plotting of sites into Google Earth. This radiating approach, from image to landscape, 
helps to better assess the various functions of the sites and to create a more nuanced 
interpretation of their roles.19 
19 GIS (geographie infonnation system) is a computer system used for analysing and managing 
spatial data. GIS offers another possibility for a locational analysis of rock art. GIS is useful, for 
example, for examining spatial relationships tbrough cost-path analysis (to deduce ilie effort needed to 
move across the landscape, from one location to another) or viewsbed analysis (what is visible from 
the site). Viewshed analysis was not undertaken in this study and paths are explored tbrougb the 
ancient canoe routes located on Macdonald 's map (1985b), bence GIS was not used. 
27 
0.6 TI1esis structure 
Part l, composed of Chapters I and II, sets the stage for the study. Chapter I 
introduces the Temagami area and discusses the characteristics of its environment and 
its culture-history, starting from the Archaic period to the twentieth century. Chapter 
II provides a comprehensive description of Canadian Shield rock art and an extensive 
overview of its history of research with an emphasis on the landscape approach_ Part 
II expounds the theory and the methodology_ Chapter III explores the theoretical 
underpinnings that guide this study: ctùtural landscape, animism and agency of art. 
Culturallandscapes are relational, experiential and temporaL They embody memories 
and identities, ali the while being mediums for power relations. Landscapes enable 
and nurture social relations, which flourish between people, non-humans (plants, 
animais) and places_ Social relations are primordial in animic ontologies as !ife itself 
depends on their proper maintenance_ These relationships are nurtured with other-
than-human persans, non-humans, as well as with sorne items of material culture_ Art 
can be endowed with agency and is an important mediator in relations _ Approaches to 
agency and material culture as developed by Alfred Gell and within the Actor-
Network Theory are discussed and their utility for the present study assessed_ Chapter 
IV offers a discussion of the formai methodology employed in this study. It defmes 
the characteristics of sltes associated with the functions under study, it describes the 
fieldwork and the data analysis process, as weil as it presents the initial observations 
on the image content, the physical characteristics of the sites and rock art sites ' 
relation to other archaeological and sacred sites_ 
Part III hamesses the ethnohistoric and ethnographie sources in arder to delve into the 
universe in which rock art was created and experienced. Chapter V discusses the 
various manifestations of relationships within Algonquian cultures that are present 
between humans and non-humans. Art as a mechanism for building and maintaining 
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relationships through image, medium and context of engagement is discussed and 
exan1ples of the agency of images and of rock art are provided. Chapter VI looks at 
the animic perception of landscapes in Algonquian cultures with a special emphasis 
on the Temagami area. The concepts of place, path and terri tory are explored, as weil 
as the functions that rock art could have served in connection with them. 
Part IV, devoted to the discussion of results, consists of Chapter VIL The five 
functions associated with rock art sites in the Temagami area are explored. They 
indicate that various relationships were maintained between people, other-than-
human persans, places and paths. As sacred sites, rock art helped to build 
relationships between people and other-than-human persans through individual and 
communal rituals. While most sites within the study area were suited for individual 
rituals such as the vision quest, only a handful of sites on major lakes associated with 
aggregation areas were suitable for large commtmal rituals. Sites that seem 
particularly associated with medicine men based on images linked with specialised 
knowledge and particularities of place are also identified. Rock art is strongly 
connected with traditional pathways and is often found in strategie locations such as 
narrows or on route intersections. Known sites are especially located on major water 
routes. Most sites could have been landmarks due to the salience of the place, 
visibility of the images, or both. However, rock art did not function as a uniform 
signalling system. Rather, it is the importance of the route that bad a bearing on the 
variety and content of the images. In sorne instances, entire stretches of routes are 
marked with pictograph sites, asserting the link between pathway, place and traveller. 
The sites did not mark hunting territories. Salient sites located on major routes near 
the boundaries of n 'Da"-'i Menan where the pictorial content is varied and nurnerous 
could have been implicated in rituals where social boundaries were negotiated 
through ceremonies between the Teme-Augama Anishnabai and people from other 
bands and tribes. It cannot be ascertained whether sites were involved in sorcery 
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rituals against the Iroquois in the seventeenth century (and if so, which ones) as this 
practice was secretive. Most sites in the study area were private, especially in the 
beartland. This indicates that rock art was often the result of individual rituals and 
that due to increased face to face interactions conspicuous rock art was not necessary 
for communication in the landscape. Rock art sites emerge as versatile places that 
engendered a plurality of experiences and that helped to stn~cture relationships 
between people, other-than-human persans, places, paths and territories. 
The rare regional approach undertaken in this study demonstrates the strong 
connection between rock art sites, places, paths and territories . The emphasis on paths 
especially hopes to valorise this landscape element that is too often but a handmaiden 
of places despite its primordial importance for the mobile Algonquian-speaking 
peoples. Likewise, a discussion of rock art in relation to hunting and tribal terri tories 
is virtually absent in Canadian Shield rock art studies. This study bas also led to the 
re-discovery of sites and a frrst account of sites located in recent years by canoers in 
the area. This study bas broader implications as it invites comparisons witb other 
regions in the Sbield, many of wbicb await a tborough study. Ultimately, this 
dissertation bas broader implications for how Indigenous people experienced their 
landscapes and how art functions within Algonquian societies. 
PARTI 
SETTJNG THE STAGE FOR THE STUDY 
CHAPTERI 
THE PHYSICAL AND CULTURAL SETTING OF THE TEMAGAMI AREA 
This chapter discusses the geology, hydrography, physical environment and the 
culture-his tory of the Temagami area. Evidence of human occupation dating from the 
Archaic period to the twentieth century is presented. The continuous occupation of 
this land demonstrates the importance of waterways . Starting in the Terminal 
W oodland period, there is clear evidence of ceremonialism and of increased 
interaction with neighbouring Indigenous peoples and since the post-contact period, 
the Euro-Canadians. 
1.1 The physical setting 
1.1.1 Geology of the Temagami area 
The Temagami area is located within the Canadian Shield, a large regwn of 
Precambrian rocks which fonned during the Archean or Proterozoic geological eons 
between 4 billion and 544 million years ago. These rocks include igneous ( e.g. 
granite), metamorphic (e.g. gneiss) and sedimentary rocks (e.g. sandstone) (Bastedo 
1994:15, 17; 2012). It is on the igneous and metamorphic rocks that rock art tends to 
be found. The present Shield landscape has been shaped by the advancing and 
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retreating glacial covers during the repeated glaciations of the Pleistocene era. The 
Laurentide lee Sheet of the last Wisconsin glaciation retreated from Northern Ontario 
between 8,000 and 9,000 years ago and to this day the process of isostatic rebound is 
present (Barnett 1991:1014; Dean 1994:6). Deglaciation resulted in abundance of 
meltwaters which formed a variety of glacial lakes that covered over time various 
portions of Ontario and of Québec?0 The retreating glaciers have affected the 
hydrography of the Shield by ultimately fashioning the myriad of lakes, rivers and 
streams which new cover the land. The ablating glaciers have eroded much of the 
soils, thus fonning a thin soi] cover, which in the central and eastern part of the 
Shield consist of podzols. The glaciers have also srnoothed bedrock outcrops thus 
leaving behind a landscape of generally flat or gradually low undulating landforms 
with low mountain ranges sucb as the Laurentian Mountains in soutbem Québec. 
They have also left behind deposits of grave!, clay, as weil as scattered boulders 
(Baldwin et al. 2000:17, 24; Bamett 1991:1011; Dean 1994:6). Today, the Canadian 
Shield is a rugged landscape of rocky shores that is also covered by patches of 
muskeg, a marsh-like soil that contains decomposed vegetation known as peat. 
The Tema garni area presents a pic ture of a typical Sbield landscape. The relief ranges 
from 200 to 500 metres above sea leve! (Natural Resources Canada 2002). The region 
surrounding Lake Temagami is characterised by a flatter relief and the mountains 
tend to be rounded. However, the lake also possesses sorne rugged shores and steep 
ridges in the north, such as the Devil's Mountain (360m high) and Mount Ferguson 
(400m high). The Temagami area bas sorne of the highest elevations in Ontario, the 
Ishpatina Ridge (693m asl) (the highest in Ontario) and Maple Mountain (642 rn as!) 
20 Nortbern Ontario and western Québec were covered between 10,100 and 8,000 years B.P. by 
lakes Barlow and Ojibway, wbicb tllemselves went througb various phases of contraction and 
expansion. For a certain period, the two lakes joined togetber giving rise to Lake Barlow-Ojibway 
(Veillette 1994). Lake Barlow, situated south oftbe Hudson Bay watershed, covered the lands known 
as Claybelt, the fertile soils of northeastern Ontario and nortbwestem Québec. Lake Terniskaming is a 
remnant of Lake Barlow (Baldwin et al. 2000:14; Bamett 1991:1054-1055, 1073). 
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both located in the Lady Evelyn-Smoothwater Provincial Park (Hodgins and 
Berudickson 1989:7-8). Incidentally, the region west of Lady Evelyn Lake and 
around Smoothwater and Florence lakes is the most rugged terrain in ali of 
Temagarni. In the north and east, the area touches upon the Lake Timiskaming Rift 
Valley which results in a rugged terrain with ridges and bills. Rivers and lakes tend to 
be oriented on a northwest-southeast axis (Knight 1977:14-16). 
1.1.2 Hydrography of the Temagami area 
The area is rich in lakes and rivers. The modern drainage systems emerged around 
5,000 BP (Pollock 1976:1 1). The area straddles three major drainage systems. The 
Sturgeon River drainage, that includes Lakes Temagami, Anima Nipissing and 
Obabika and the Temagami River, drains into Lake Nipissing and ultimately, via the 
French River, into the Georgian Bay. The Montreal River drainage basin 's waters, 
that include Lady Evelyn Lake and River, flow into the Ottawa watershed, whicb 
itself is connected with the St Lawrence River. The Upper Ottawa-Kipawa 
watersbed, that contains the Matabitchuan River, drains as weil into the Ottawa River. 
The height of the land tb at separa tes the Hudson Bay and the Great Lakes watersheds 
is located just north of the Temagami area. The Hudson Bay watershed can be 
reached, for example, by a series of portages from the West Montreal River into the 
north-flowing Grassy River or by portaging from Lake Matachewan that can be 
reached via the Montreal River (Bell 1877:295-296; Burrows 1918:7; DeMorest and 
Silvester 1901:83; Hodgins and Benidickson 1989:10, 26). Ultimately, the area is 
connected through a labyrinthine network with the St. Lawrence River, the Great 
Lakes and the Hudson Bay drainages . Lake Temagarni, the largest lake in the area, is 
approximately 50 km long and 35 km wide and reaches depths of 109 meters. It is 
approximately 210 km2 in size. Roughly shaped like a star, witb five arms and a 
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centrallmb, lt is horne to around 1259 islands, of whicb Temagami Island situated in 
the bub, is the largest (Hodgins and Benidickson 1989:10; OMNR 2011). Other large 
lakes in the area include Obabika, Anima Nipissing and Lady Evelyn Lakes. The 
Sturgeon, Montreal, Matabitchuan and Lady Evelyn are the principal rivers (Figure 
A.4). 
Annual water fluctuations due to spring ice break-up are natural; nevertheless, sorne 
of the water bodies in the area are subject to water leve] fluctuations due to darnrning 
activities, which stem from lumbering operations and bydroelectric developrnent. 
Beaver dams can also affect temporarily water levels. In more extreme cases, lands 
have been flooded due to darnrning ( e.g. shores of Diamond Lake [Ka tt Theriault 
2006{ 1992} :83-85]). Major hydroelectric generating stations are located on Montreal 
and Matabitchuan Rivers . Dams are also present arnong others on Lake Temagami, 
Lady Evelyn Lake, Rabbit Lake, Fourbass Lake and Cross Lake (Ontario Power 
Generation 2012). 21 Though natural annual water fluctuations could cause rock art to 
be re-covered by water or ice (thus likely causing damage to the site), it was the 
darnming of the lakes th at bad a long lasting effect that caused the great est damage as 
sorne sites became temporarily flooded for a few decades (e.g. Diamond Lake 
pictograph site) , while others have been under water for almost a century (e.g. Lady 
Evelyn Lake pictograph site) (Appendix B, Table B.2). Darnming also affected the 
ancestral waterways by destroying portages and narrows (compare Lady Evelyn Lake 
on toda y' s maps with Craig Macdonald ' s [ 1985b] map to see the extent of changes 
brought on by dams) . 
21 Accordjng to Craig Macdonald ( 1985b ), 35 lakes in the Temagami area bave been 
transformed througb bydroelectric dams. Most have been enlarged. 
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1.1.3 The environment ofthe Temagami area 
The Temagami region is home to the Great Lakes-St Lawrence forests .22 White and 
red pines (Pinus strobus, P;nus resinosa) reign supreme, though black and white 
spruce (Picea mariana and P;cea glauca), white birch (Betula papyrifera), yellow 
birch (Betula alleghmûensis), cedars (Thuja occidentalis) and, to a lesser extent, red 
oak (Quercus rubra) , elm (Uimus) and sugar maple (Acer saccharum) are also 
present. Today, these are sorne of the last remaining old-growth pine forests in the 
province (Boudreau 2004: 162; Quinby et al. 2002) . In the north, the area straddles the 
Eastern Boreal Province forest composed mainly of spruce, balsam fir (Ab;es 
balsamea) and white birch (McAndrews and Manville 1987). 
The fauna is typical of the Shield region. Besides the murderous mosquitoes and 
black flies, various fish such as the sturgeon (Acipenser fulvescens) , walleye (Sander 
vitreus), northem pike (Esox luôus) and lake trout (Salvelinus namaycush) are 
present. Wildlife includes fur-bearing animais such as the beaver (Castor 
canadensis), moose (Alces americanus) , black bear (Ursus americanus), timber wolf 
(Canis lupus), lynx (Lynx canadens;s) and racoon (Procyon lotor). A variety ofbirds 
such as the predatory owls (e.g. Bubo virginianus, Surnia ulula) and waterfowl such 
as Canada geese (Branla Canadensis) and loons (Gav;a ùnmer) are among the 
denizens of the lakes, rivers and forests (Quinby et al. 2002:22). In the past, 
woodland caribou (Rangifer tarandus) was likely also present in the area (Conway 
198la: 35; Pollock 1976:17). The climate of the region is characterised by warm 
22 The Great Lakes-St. Lawrence forest is located east and south-east of Lake Superior. It is a 
mosaic of boreal and tempera te species such as white pi ne, red pine, jack pine, hemlock, beecb, yellow 
bircb, and sugar maple, whose growth is nurtured by the warm summers and cool winters. It is a 
transitional zone between the Carolinian/Broadleaf Forest in the south and the boreal forest in the north 
(Dean 1994:12-1 3). 
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summers and cold long winters with ample snow fall. Usually, 1ce locks the 
waterways by December and breaks-up in early May. 
l.2 The culture-history of the Temagami area 
Archaeological interest in the Temagami area dates back to the turn of the twentietb 
century. The Annual Archaeolog;ca! Report for Ontario (AARO) lists acquisitions for 
the Ontario Provincial Museum in Toronto23 arnong wbicb were found "the most 
nortberly Ontario aboriginal relie," a "weatbered knife or spear" from "Smooth Water 
lake, near Tan1agan1ing" (Boyle 1900:6, 1906:11), a bircb bark canoe "made by an 
Indian narned Qui!!. White Bear Lake, between Lake Temiscarning and Lake 
Temagami" (Boyle 1902: 18) and a slate gouge from "near Lake Temagarning" 
(Boyle 1904:63 , 1905:27) (Figures A.5 and A.6). 
The pioneer of archaeological research in northeastern Ontario was Frank Ridley who 
bas excavated and surveyed sites on Lake Nipissing (Ridley 1954), on Lake Abitibi 
(Ridley 1956, 1958, 1966) and, in the Temagami area, the Montreal River site 
(CgGu-1) on Lake Temiskarning (Ridley 1954:43; 1956:32; 1958:20; Knight 1977:7). 
His work led to further studies on Lake Nipissing (Brizinski 1980; Brizinski and 
Savage 1983) and on Lake Abitibi (Pollock 1984). On the Québec side, Lee (1965) 
and Côté (e.g. 1996, 2006; Côté and Inksetter 2001) bave worked in the Abitibi-
Témiscamingue region. The Montreal River drainage basin and lands west of Lake 
Temiskaming, whicb are part of n 'Daki Menan, were studied by Dean Knigbt (e.g. 
1971 , 1977). John Pollock (197 5, 197 6) worked in the upper Ottawa River drainage 
(Montreal, Larder and Blanche river systems) and excavated two sites in n 'Da/,7. 
23 The collections of the Ontario Provincial Museum were la ter absorbed by the Royal Ontario 
Museum (created in 1914) (Dawson 1999:25). 
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Menan , the Smoothwater Lake (CiHd-1) and Duncan Lake (CiHf-2) sltes. Pollock 
(e.g. 1992, 1995, 1996) continued to conduct arcbaeological impact assessments and 
salvage excavations in the Temagami area. William Noble (1982a: 176; 1982b) bas 
excavated at Larder Lake north of the Temagami area. Thor Conway (197 6a, 1981 a: 
46; 1982b, 1984a), the th en regional archaeologist for the Ontario Ministry of Culture 
and Recreation, has worked extensively in the Temagami area documenting 
archaeological sites on Lake Temagami and excavating the Witch Point site (CgHa-7) 
and the Sand Point site (CgHa-1), as weil as conducting fieldwork on Obabika Lake. 
Diana Gordon ( e.g. 1990a, 1990b, 1994a, 1994b, 1995a) bas surveyed extensive! y 
Lake Temagami and excavated the Three Pines Site (CgHa-6) and the Witch Point 
Site. Charlton Carscallen (1994a, 1994b, 1994c) bas excavated the Lake Temagami 
site (CgHa-2). 
The Temagarni area bas been inhabited for at !east five rnillennia as is attested by the 
dates generated through relative and radiocarbon dating, as weil as the multi-
component (reoccupied) nature of the archaeological sites (Conway 198la: 22-23; 
Gordon 1990a: 158, 167). Certain habitation sites in particular attest to a long 
occupation spanning many rnillennia (e.g. Gordon 1995a; Pollock 1992:47, 51). As 
the various resources exploited were seasonal and scattered across the land, people 
were mobile and they practiced annual, seasonal subsistence rounds. Gordon ( 1990a: 
158) bas enumerated an array of archaeological sites in the region, which range in 
size, location and function. The known archaeological "sites include short- and long-
term habitations, summer-gathering areas, quarry sites, lithic processing sites, rock 
paintings" and sacred sites (Gordon 1990a: 158).24 The presence of historie 
24 In the Temagarni area, oral tradjtions indicate tbat in the post-contact period families would 
remain in their trapping grounds from September to May wbere they would hunt moose, beaver and 
small animais, as weil as fish (Hodgins and Benidickson 1989: Il ; Katt Tberiault 2006[1992]). 
Summer gatbering places included Temagami Island and Bear Island (botb on Lake Temagami) 
(Jenish 2006). 
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Indigenous vlllages and of Euro-Canadian mining and lumbering activities from the 
nineteentb century is weil documented (e.g. Pollock 1992). 
As Gordon ( 1990a: 158-159) explained, the short term habitation sites were used for 
brief sojoums during travel while hunting in the territory outside of the main base 
camp or by one or two families. These sites are located on relatively small areas, such 
as small islands and narrow points, and yield few artifacts such as lithic debitage, 
arrowbeads and pieces of pottery. Larger groups could aggregate on sites wbere a 
larger, flat and well-drained area was present. The length of occupation of such sites 
could be prolonged; however, larger groups could bave also used these sites for a 
brief stopover. Sites suited for longer occupations were frequently located at good 
fishing locales wbere a reliable food supply could be secured (Figure A.7) . In general, 
preference was given to sites that provided protection from cold winds, were exposed 
to sun, and bad easy access to water, firewood and construction material for 
habitations. Sites that combined ali these features were reoccupied over long periods 
of rime as summer gathering areas. This resulted in bigber accumulation of 
archaeological remains and features. Among single-function sites are quarries wbich 
provided material for litbic tools . Sacred sites include rock art sites, as well as places 
sucb as mountains and rock formations endowed witb spiritual significance (Gordon 
1990a: 158-159). Sacred sites could be re-visited and sorne, like Maple Mountain or 
Chee-bay-jing ("wbere the spirit goes after the body dies") are important focal points 
in the lands cape (Laronde 1997: 86). 
Ontario ' s prehistory is divided into five periods: the Palaeo-Indian (9,000-5,000 
BC),25 Archaic (5,000-1 ,000 BCE) Initial Woodland (1 ,000 BCE-1 ,000 CE), and 
Terminal Woodland (1 ,000 CE to the post-contact period), as weil as the post-contact 
period (1650s onward). The differences between tbese periods, though nebulous and 
25 Tbere are no documented Paleo-lndian sites in the area of study. 
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artificial , are determined by traits such as: raw materials used in manufacture of 
material culture, the types oflithic tools made, the presence or absence ofpottery and 
its styles, ex change networks in existence; the presence of artifacts of Euro-Canadian 
origin, the variations in construction of habitations , and religious customs, such as 
burials (Wright 1972). 
1.2.1 Archaic Period (5 ,000-1 ,000 BCE) 
The Archaic period in northern Ontario is known as the Shield Archaic.26 
Archaeological sites tend to be located on lakes and rivers, at narrows and on islands, 
indicating the importance of waterways for communication27 but also for subsistence, 
which depended especially on caribou (as narrows act as natural caribou crossings) 
and fish . However, local flora and fauna, such as beaver and moose, were also 
exploited (Dawson 1983:57; Wright 2006:259, 272). The settlement patterns based on 
seasonal rounds between summer fishing camps where large groups aggregated and 
dispersal to winter hunting grounds were established in the Archaic period. These 
patterns remained relatively constant until the post-contact period as the seasonally 
occupied multi-component sites demonstrate (Wright 2006:260, 275, 288).28 Wright 
(2006:259, 261) bas argued that based on the continuity of lithic assemblages with 
26 The beginnings of the Archaic period stem from the adoption of the spear thrower which 
permitted for better propulsion of spears and revolutionised the lithic tool kit (Wright 2006: 118). The 
end of ttus period saw the introduction of the bow and arrow (Wright 2006:268). The Sllield Archaic 
stretches from Labrador to Nunavut (Wright 1987a, 2006:178-179, 259). 
27 Canoes nlight have been present (Wright 1972:36) . A ground slate tool, most likely dating to 
the Archaic period, has been recovered on a Laurentian Archaic site from the Rideau Lakes area 
(Ontario). lt depicts an engraved du gout canoe with six passengers (Watson 1990:17, 20-21 ; Figure 9). 
28 Ethnohistoric and ethnographie data inclicates that during the summer, various feasts, 
religions ceremonies and marriages were conducted (e.g. Biggar 1922-1936:3:177-188; Hallowell 
1992:43-50; Jenness 1935: 10-16). Sinlllar activities likely took place in the Archaic period. 
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subsequent traditions, the Shield Archaic people probably spoke a Proto-Algonquian 
language and were ancestors to the historically known Ojibwa, Cree and Algonquin .29 
In the Temagami area, the Archaic period is present at the Smoothwater Lake site 
(Pollock 1975, 1976); the Montreal River site and other sites of the Montreal River 
drainage (Knight 1977); the Three Pines site (Gordon 1987, 1990a: 162-163) and the 
Witch Point site (Conway 1982b; Gordon 1994b) on Lake Temagan1i; and at the 
Obabika Narrows site (CgHb-9) on Obabika Lake (Conway 1984a). Sites included 
workshop areas and habitation locales with a ri v erine and lake orientation ( e.g. 
Gordon 1987:7, l994b: 130; Knight 1977). The Shield Archaic artifacts recovered 
consist especially of chipped stone tools . The toolmakers exploited locally available 
materials such as siltstones, slate, rhyolite and quartzites (Conway 1982b: 3; Gordon 
1990a: 162, 1991; Knight 1977:43, 130-131). Milky quartz flakes and core fragments 
recovered from the Witch Point site were likely procured from a quartz vein located 
at Kokoko Bay (CfHa-50) on Lake Temagami (Gordon 1995a: 8) (Figure A.8). 
However, trade in exotic materials, such as clear quartz, was also present (Gordon 
1990a: 162). Possible trade is also indicated by the presence of native copper at the 
Witch Point site (Gordon 1994b: 130) and the Montreal River site (Knight 1977:68). 
Raw materials were also exported from the Temagami area. For example, Gordon 
Lake ebert, a material found in the area of Smoothwater Lake, has been recovered at 
the Frank Bay site on Lake Nipissing (Brizinski 1980:173). Connections with the 
Laurentian Archaic tradition of southem Ontario are present, for example, at the 
Montreal River site in the form of ground stone tools (associated with this tradition) 
(Knight 1977:234, 246). A nodule of red ochre, a material heavily associated with 
29 Tbe Proto-Algonquian language was probably spoken 2,500 - 3,000 years ago (Goddard 
1978:586). 
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ceremonialism, has been recovered from the Smoothwater Lake site (Pollock 
1976:53-54, Figures 10 and 11 , 56).30 
1.2.2 Initial Woodland (1 ,000 BCE -1 ,000 CE) 
The definitive characteristic of the Woodland period is the introduction of pottery 
(Wright 1972:39, 41). In nortbern Ontario, the Initial Woodland period is represented 
by the Laurel culture, whose remains have been located from east-central 
Saskatchewan to the Ontario-Québec border (Wright 1987b, 1999:725).3 1 The 
importance of waterways continued as is evident from the prevalence of sites located 
on lakes and rivers (Pollock 1975: 14; Wright 1999:728). The Woodland period is 
known for the abundance of red ochre, use.d as a pigment, which was recovered at 
archaeological sites (Wright 1972:61 ; 1999:743; e.g. Noble 1982b: 42). 
In the Temagami area, the Laurel culture is present at sites such as the Three Pines 
(Gordon 1987:4; 1990a: 163-164; 1991), Witch Point (Gordon l994b), Wakimika 
(ChHb-8) (Pollock 1990:111 ), Obabika Narrows (Conway 1984a), Montreal River 
(Knight 1977:249, 251) and Smoothwater and Duncan Lake sites (Pollock 1976:165, 
186). Pottery bas been recovered from the Three Pines site, the Witch Point site and 
the Smoothwater Lake site (Conway 1982b: 4; Gordon 1994b: 130; 1995a: 5, 1995b: 
104; Pollock 1976:70). Lithic tools made from the Hudson Bay Lowland ebert are 
present at the Three Pines site that was used extensively during the Initial Woodland 
period. This raw material, absent from Lake Temagami, was brought into the area 
from the north (Brizinski 1980:230; Gordon 1990a: 164 ). The people of the 
30 In the Archaic period, red ochre was fOtmd especially sprinkled on grave goods and bodies 
(Wright 1972:36, 2006 :28 1). 
31 This period is also equated with the Middle Woodland. 
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Temagami area also patticipated in the extensive trade networks present by exporting 
Cobalt silver which bas been recovered from sites in southem Ontario (Wright 
1972:49; Wright and Carlson 1987). 
1.2.3 Terminal Wood land period ( 1,000 CE to 1650s CE) 
Durmg the Terminal Woodland period32 historically known Algonquian-speaking 
groups such as the Ojibwa, Cree and Algonquin, and Iroquoian-speaking groups, such 
as the Huron-Wendat, Petun, Neutra! and St. Lawrence Iroquoians emerged (Côté and 
Inksetter 2001:118; Wright 2004). In this period, the Temagami area was undeniably 
occupied by Algonquian-speaking peoples . 
Settlement systems continued to reflect the pattern of seasonal movement, as is 
attested by the existence of extensive summering camps positioned near major water 
bodies, as weil as the presence of smaller temporary camps, often located along minor 
water bodies, which were occupied in the summer and winter (Wright 2004:1532). 
Regional diversification is especially pronotmced in the various pottery types found 
in both northern and southern Ontario. Among these ceramic styles are the 
Blackduck,33 Selkirk and various Iroquoian types, which themselves are further 
manifesting regional types (Wright 2004:1489; e.g. Meyer and Russell 1987). In the 
Temagami area, the Terminal Woodland period is present among others at the Three 
32 Titis period is also known as Late Woodland. 
33 Blackduck shards were recovered at the Lake Temagami site and at the Witcb Point site 
(Carscallen 1994c: 118, 120· Gordon 1995a: 4, 1995b: 104). Iroquoian and Iroquoian-like vessels have 
also been recovered from the Sand Point site, Witcb Point site and the Temagan:J.i site (Carscallen 
1994a: 9-10; Conway 198Ia: 46, 1982b: 4; Gordon 1994a, 1994b: 130, 1995b: 104). Interactions with 
lroquoian-speaking peoples are also indicated by the recovery oflroquoian style pipes and of a Neutral 
arrowhead produced from Onondaga ebert at the Sand Point site (Carscallen 1994b: 9; Conway 1981a: 
46; Gordon 1994b: 131 ; Hodgins and Benidkkson 1989:13). 
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Pines site (Gordon 1990a: 165), Witch Point site (Conway 1982b, Gordon 1994b, 
1995b), Temagami site (Carscallen l994a, 1994b, 1994c), Obabika Narrows site 
(Conway 1984a) and Duncan Lake site (Pollock 1976:165, 186-190).34 
Evidence for ceremonial activities was uncovered at the Witch Point and Temagami 
Lake sites. Evidence from the Witch Point site includes clear quartz crystals, red and 
yellow ochre, red ochre paste pottery (red ochre mixed into clay), pottery pipes, 
possible sweat baths as indicated by beach cobbles placed in a sandy substrate, which 
create a "rock pavement"35 and a dog burial (Conway 1982b; Gordon 1994a, 1994b: 
129-130, 1995b: 104). The dog burial at the Witch Point site consisted of " [t]he 
unburned mandibles, maxilla, long bone and vertebrae of a young dog" (Gordon 
1994b: 130). At the Temagami Lake site a dog burial was also uncovered. The burial 
bas been radiocarbon dated to CE 1260 ± 60 years (T.O. 4334) (Carscallen 1994c: 
118). Ritually-killed dog burials have also been recovered from the Frank Bay site on 
Lake Nipissing (Brizinski and Savage 1983; Ridley 1954:49). In Ontario, dog 
sacrifices have been documented among Algonquian-speaking peoples since the Late 
Woodland period into the twentieth century, thus pointing to the ritual importance of 
this animal and the antiquity of this practice (Brizinski and Savage 1983 :39; 
Oberholtzer 2002). Another evidence of a possible ceremonial activity was recorded 
by Pollock ( 1996) at a site (CgGv-2) on the Matabitchuan River where a pit 
containing a trade bead, ebert flakes and red ochre nodules was uncovered. The 
nodules seemed to have been remains of a paint preparation activity. 
34 The upper levels of the multi-component Montreal Ri ver site were destroyed during the 
construction of a hydroelectric dam (Knight 1977:25 -26, 251 ; Sutherland 1969). 
35 This function was pointed out by the Indigenous people from the Bear Island reserve on Lake 
Temagami (Gordon 1994a). 
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These ritual finds have prompted Gordon (1994a, 1995b: 104-105) to speculate on 
the amplification of ceremonialism during the Terminal Woodland period. She 
correlates the increased use of red ochre with the use of this mineral as a pigment but 
also with the numerous pictographs in the Lake Temagami area. She further notes the 
existence of a red ochre mine in the Lake Nipissing area on the Mattawa River (see 
Conway 198la: 48; Tyyskii 1973:32-36) and of an ochre source in the south of Lake 
Ternagami .36 The unique red ochre paste pottery, the presence of the exotic crystal 
quartz and the dog burials ali point to ritual activities. Gordon (1994a) explains this 
increased ceremonialism as a means of reaffirming social and economie alliances. 
During this period, populations increased, group identity becarne better defined and 
expressed through rock art and material culture (e.g. pottery styles) and groups 
engaged more in socio-economic interactions with distant groups ( e.g. Iroquoian-
speaking peoples). 
The Late Woodland period did see greater regional population densities and variation 
as indicated by differences in material culture and an expansion of exchange 
networks as is evinced by the circulation of raw and finished materials. Although red 
ochre is associated with ceremonial activity, it was also used in other non-ceremonial 
contexts (see Chapter IV); its presence is not necessarily indjcative of ritual activity. 
The implication for rock art at this stage is not clear as the dates of rock art creation 
are not known; the sites might be older or younger. 37 Marking the landscape with 
36 Bell (1 889:25) lists iron ores locations "[i]n one of the south-western bays of Ternagami 
lake" and "[a]t a small lake north of the eastern arm of Ternagami lake" (likely Vermilion Lake, the 
lake bas no name on Macdonald 's map). Hematite is a type of iron ore thar is a source of red ocbre. 
There is also a red ochre source on the Yorston River, west of Lake Temagarni (Martin Cooper, 
persona! communication 2013) and ochre sources are also located in the area of Fourbass Lake 
Reservoir (Marabitchuan River) and Indian Chutes (Montreal River) (Conway 1993:44). Conway 
(1981 a:48) states thar beside the Mattawa River mine, only one other ocbre mine is known in Ontario 
on Lake Superior. 
37 Gordon is not the only one who equares increased red ocbre finds with the creation of rock 
art. Rajnovicb (1994:47-50) also makes this connection; however, she pushes the creation back to the 
Laurel culture. 
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rock art can enhance the bond a people have with their land and it reaffirms tbeir 
identity, especially if the motifs are specifie to the area, while strangers are reminded 
that the land is inhabited. Rock art could have thus communicated identity in the 
landscape to both its local inhabitants and those who ventured into the Temagami 
area and it could have been employed in alliance rituals. 
1.2.4 Post-contact period (1650s CE onwards) 
The post-contact period in the Temagami area is marked at first by indirect contact 
with European and Euro-Canadian fur traders, and since the nineteenth century, direct 
contact through the intrusion of lumbering, mining and recreational interests. Though 
the fur trade bas impacted the social organisation, the seasonal rounds and the 
material culture of Indigenous people, it was the permanent presence of Euro-
Canadians that has created the biggest strain on the land and the lives of the local 
Indigenous populations (Hodgins and Benidickson 1989). 
During the initial stages of the post-contact period, the Temagami area was virtually 
unknown to Europeans. 38 In 1615, Samuel de Champlain made a reference to people 
who live in a lush country to the north of the Nipissing nation with whom they trade 
(Biggar 1922-1936:4:234). In 1640, the Jesuit Relations again make reference to the 
inhabitants of the area, the Outimagami (Thwaites 1896-1901:18:229). The 
38 European testimonies of the Temagami area are virtually non-existent for a number of 
reasons. First, it is not located on the main travel routes of the early explorers and missionaries and 
except the mission on Lake Nipissing, no ether missions were located in the vicinity. Second, 
Indigenous "rniddlemen" were not leading the French into the interior lands where the sources of fiJr 
were located, thus their contact was indirect. Finally, in the eighteenth century, rnissionary and fur 
tracte interests drifted to tbe west, beyond the Great Lakes (Heidenreich 1976: 16; Hodgins and 
Benidickson 1989: 14-15). Lake Tema garni was mentioned in the Jesuit Relations as one of tbe routes 
to Hudson Bay (Thwaites 1896-1901:44:243, 245), bowever the lake in the study area was not 
employed as a route to Hudson Bay (see Annex A). 
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Outimagami are also mentioned as one of the ''Nations that live in the North" by the 
explorer Pierre-Esprit Radisson in the relation ofhis Fourth Voyage that took place in 
1659-1660 (Radisson 1885 :246). 
rn the seventeenth century, the area experienced the Iroquois Wars, a senes of 
conflicts that pitched against each other the Haudenosaunee/ Five Nations Iroquois 
Confederacy (Mohawk, Oneida, Onondaga, Cayuga and Seneca nations) whose 
homelands were in what is now New York State, the Iroquois of Ontario (Huron-
Wendat, Petun) and the French and their Algonquian allies. The perilous downward 
spiral of conflicts was motivated by economie gains, desire for trade control, as weil 
as ritual ideas about war and the need to restore hannony within a society greatly 
disturbed by deaths caused by epidemies (Richter 1983; Trigger 1994:46, 51-53). The 
conflicts exploded in 1642, when the Haudenosaunee attacked the Allumette 
Algonquins (Kichesipirini) on the Ottawa River and were halted in 1701 , when the 
Great Peace of Montreal treaty was signed (Havard 2001 ; Hodgins and Benidickson 
1989:15). Haudenosaunee raided the St. Lawrence Valley, the Ottawa Valley, as well 
as territories around Saint-Maurice River, Lac St. Jean and Tadoussac, Lac 
Mistassini , as weil as James Bay (Bird 2007:39, 148-149; Chamberland et al. 
2004:181 ; Ratelle 1996:49; Thwaites 1896-1901:45:219, 56:183; Trigger 1994:53; 
Trigger and Day 1994:70).39 
Despite the lack of written sources on the subject of Iroquois raids in the Temagami 
region, it seems they penetrated the tribal lands of the Teme-Augama Anishnabai. rn 
1650 and 1660s they attacked the Nipissing and in 1688-89, they raided the fur 
39 Iroquois rajds led to major population displacements. For example, the Algonquin of tl1e 
Ottawa Valley had to abandon tl1eir lands between tl1e years 1650-1675 (Trigger and Day 1994:70). 
The majority went east, settling in Jesuit and Sulpician mjssions around Montréal, wlule ot11ers 
ventured to Lac St. Jean (Trigger and Day 1994:72). The Nipissing fied to Lake Nipigon in 1661 , 
however tl1ey returned in 1667 (Thwaües 1896-1901 :5 1:62-69; Trigger and Day 1994:71 , 73). 
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trading post of Temiskaming. On ail those occasions the Haudenosaunee might have 
ventured into n 'Da ki Menan (Hodgins and Benidickson 1989:15, 18). Their fora ys 
into the Lake Abitibi and James Bay areas might have also taken them through the 
lands of the Temagami people (Hodgins and Benidickson 1989: 15). The raids are 
well documented in the oral traditions of the Teme-Augama Anishnabai that speak of 
particular attacks and of places where these occurred (Conway 1982a; Gordon 1995a: 
17; Hodgins and Benidickson 1989:15-18). 
The establishment of the Hudson Bay Company in 1670 spelled the end of the French 
monopoly on fur trade. In retaliation, the French began to build forts in the interior in 
order to secure the obtention of the dwindling fur supply. One such post was erected 
on Lake Temiskaming in 1679 on a now submerged island at the mouths of the 
Montreal and Matabitchuan Rivers . The creation of the trading post on Lake 
Terniskaming signalled the official implantation of the fur trade in the region. This 
was only the beginning of trade that saw bitter rivalries between the French, and after 
1763, the North West Company, the Hudson Bay Company and other independent 
traders such as the French coureurs des bois (Hodgins and Benidickson 1989:17-26; 
Mitchell 1977). 
In 1821, the American Fur Company established a post on Lake Temagami that 
functioned for a brief time. The post was visited by inbabitants of Lakes 
Terniskarning, Mattagarni and Nipissing (Mitchell 1977:120; Wallace 1954:92). In 
1834, the Hudson Bay Company established a post on the south shore of Temagarni 
Island (Cffia-1), a summer-gathering place, which was moved in 1876 to Bear Island. 
Bear Island was an ideal spot for a post as it was a summer-gathering place at the 
confluence of many routes and fur traders tended to establish their outposts in such 
locations (Chamberland et al. 2004:202; Rogers 1994:320). Short-lived outposts were 
also established at Diamond Lake ( 1870s) and Bay Lake, wh ile a longer lasting 
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outpost was formed at Matachewan Lake (Barlow 1907:221 ; Gordon 1990a: 166; 
Hodgins and Benidickson 1989:28-30, 35-38; Mitchell 1977:222). The fur trade 
assured the presence of European mass-manufactured goods (Gordon 1990a: 166). 
Artifacts recovered at sites in the Temagami area include fragments of brass pots, 
glass beads, scrapers made from bottle glass, gunflints, kaolin pipes, copper beads, 
and a copper crooked knife (Conway 1982b: 3-4, 6, 1984a: 11 ; Gordon 1994a, 1994b: 
130, 1995b: 105; Noble 1982b: 39-40). 
Towards the end of the nineteenth century, exploration parties supported by various 
government bodies and the Geological Survey of Canada (GSC) assessed the resource 
potential of the area ( e.g. Barlow 1907; Bell 1877; Ontario Commission of Crown 
Lands 1901:83-113; Young 1906). The region became of interest to the lumber 
industry, mineral prospectors and the burgeoning tourism industry, as weil as 
missionaries (Hodgins and Benidickson 1989). The Temagami Forest Reserve was 
established in 1901 (5 ,700 km2) and expanded in 1903 (15 ,280 km2) in order to 
protect the valuable timber from wasteful exploitation, encroachment by settlers and 
agriculture, as weil as forest fues and thus, essentially to protect the forest industry 
(Hodgins and Benidickson 1989:68-70, 76-79; OMNR 2005 :37). 
The increasing presence of Euro-Canadians impacted greatly the people of n 'Daki 
Menan. As Euro-Canadians expanded westward, seeking new lands for settlement 
and for mineral exploitation, they signed treaties with Inillgenous people who in 
exchange for lump-sum payments, annuity payments and reserves, surrounded their 
aboriginal land rights . In 1850, the Robinson-Huron Treaty was signed by the British 
and Ojibwa chiefs who acted on behalf of people who lived on the northern and 
eastern shore of Lake Huron and around Georgian Bay. Later, numbered treaties 
sought to secure Ontario 's land north of the Height of Land (Hodgins and 
Benidickson 1989:27-28, 32-33; Rogers 1994:334). 
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The people of Temagami never signed the treaty and thus never surrendered their 
lands to the Crown. Starting in the 1870s, they sought unsuccessfully to be 
incorporated into the treaty in order to secure a reserve and associated benefits as 
lurnbering activities pressed onto their ancestral lands and threatened their livelihood 
(Hodgins and Benidickson 1989; Laronde 1997:83; Walton 1887:8). The 100 square 
miles reserve (260km2) that the Temagami people sought (surveyed in 1884) was to 
be located in the south of Lake Temagami in the area of South Arm and Austin Bay, 
however it never materialised. The reserve was denied because it was judged too 
extensive for the sm ail population of around 100 people and it contained valuable 
timber (Abrey 1885; Hodgins and Benidickson 1989:46-47, 87, 137-138; Ports 1989; 
Teme-Augama Anishnabai 1990). In the 1850s, sorne farnilies did settle at the Austin 
Bay village (CfHa-28), known in Anishinaabemowin as Ahkoo-Djeedjing ("The 
Outlet Village"), and occupied it into the 1940s, though the occupation of these 
grounds goes back to the pre-contact times (Hodgins and Benidickson 1989:66, 137; 
Pollock 1992:47-51). Otber settlements inn 'Daki Menan were located on Temagami 
Island, Rabbit Lake, Round (Wawiagama) Lake, Obabika Lake (Obabika Narrows 
[CgHb-9] and Misabi Settlement [CgHb-14]) and Sturgeon River (Conway 1984a; 
Gordon 1995a: 18-20; Pollock 1992 :50-52; Steele 1985 :422). Settlements were also 
located on Lady Evelyn Lake and White Bear Lake (now Cassels) (Barlow 1897; 
Barlow and Leroy 1904 ). In the nineteenth century, Bear Island became the place of 
permanent residence for many members of the Teme-Augama Anishnabai community 
(Hodgins and Benidickson 1989:46). 
As their efforts at secunng lands from encroachment were unsuccessful, maJor 
changes continued to perturb the existence of the Teme-Augama Anishnabai. In terms 
of subsistence, some animais began to disappear from the area, among them otter, 
beaver and black bear, hunted over and frightened by the advancing lumbering 
activities and railway (Barlow 1907:37; Macdonald 1887:xxii) . Sorne families had to 
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abandon their traditional htmting territories because they were being harassed and 
jailed for hunting and fishing, while the furs, game and their hunting and fisbing 
supplies were confiscated (Laronde 1997:84). Encroachment from lumbering and 
hydro industries resulted also in construction of dams that threatened fish spawning 
grotmds and beaver haunts, created bogs, flooded falls and native gardens and 
buildings (Hodgins and Benidickson 1989:124-139; Katt Theriault 2006[1992]:83-
85 ; Laronde 1993:103-104, 1997:84-85). The Mattawapika dam, erected around 1915 
and raised further in 1925, destroyed the falls between Lady Evelyn Lake and 
Diamond Lake (Back 2004:381). It also permanently flooded the Lady Evelyn Lake 
pictograph site. Another dam constructed in 1942 flooded the Diamond Lake 
pictograph site. It was only in 1973 that the Ontario Ministry of Natural Resources 
dynamited the dam and the site was once again exposed (Ottertooth n.d.). Another 
dam flooded Rabbit Lake and consequently a sacred effigy rock in the shape of a 
rabbit (Back 2004:30). 
The struggle for recognition by the Ontario Government and for a reserve continued 
in the twentieth century. As more families lost their traditional lands, they settled 
increasingly at Bear Island, already home to a substantial Native and Euro-Canadian 
population (Laronde 1997:85). In 1943, land on Bear Island was allocated for a 
reserve and in 1971 the Bear Island Reserve Number One (measuring a little over a 
square mile) was created. In 1973, the Teme-Augama Anishnabai filed land-cautions 
within their traditional lands, wbich prevented their sale and leasing. Thus, they 
asserted their ownership since the aboriginal title to these lands bad never been ceded. 
In turn, Ontario launched a suit against the Teme-Augama Anishnabai in 1978. 
Following a two year trial (ending in 1984) the Supreme Court of Ontario ruled that 
their Aboriginalland rights bad been extinguished, despite evidence to the contrary. 
Justice Donald Steele, who presided over the trial , recognised neither the value that 
Indigenous people attach to the land nor how their stewardship practices operate. His 
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ruling shows the influence of common Euro-Canactian concepts in which cultivation, 
lumbering and minjng are emblematic of land use and ownership. While commenting 
on the testimony of Thor Conway, he remarked, 
He also strongly stressed persona! landscapes and spiritual and 
mythological connections to the land as constituting a use of the land, and 
gave many examples. I find that such com1ections are subjective and 
emotional and are not an aboriginal use. A persan or group at no time bas 
a right in land merely because it bas a feeling for the land (Steele 
1985:392). 
Des pite appeals ( 1988, 1991 ), the matter has not been resolved to the satisfaction of 
the Teme-Augama Anishnabai and negotiations regarding Temagami area ' s land use 
are ongoing (McNab 2009; Potts 1989; Teme-Augama Anishnabai 1990:149-151). 
1.3 Chapter summary 
This chapter presented the physical environment of the Temagami area, as weil as its 
cultural history. The rugged landscape of the Temagami district has been occupied for 
at least five thousand years. Since the earliest signs of occupation, waterways were of 
importance for the people of this region as is attested by the greater number of 
various archaeological sites located in their vicinity. The importance of these 
waterways is also attested by the presence of exotic materials which points to a large 
trading network. Such a large network indicates the existence of relationships 
between groups ranging far and wide. Sorne hints as to the ri tuai !ife of these people 
is provided by finds of red ochre starting in the Archaic Period. The Terminal 
Woodland period provides concrete evidence of ritual activity especially in the form 
of red ochre and dog burials. As the dates of the creation of rock art are not known 
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with certitude, it is currently impossible to state that it was created in the context of 
an increase in ceremon.ialisrn in the Terminal Woodland period. 
The post-contact period brought sorne devastating calamities on the people of this 
region. The destructive Iroquois Wars made their mark, as oral stories attest. A 
significant blow to the traditional life of the Teme-Augan1a Anishnabai came towards 
the end of the nineteenth century as more and more miners, lumberers, tourists and 
settlers infiltrated the forests and the streams. Though Euro-Canadian presence was 
sporadically felt since the fur trading began in the seventeenth century, this sudden 
influx greatly upset the relationsbips that the Teme-Augama Anishnabai had with 
their land. Loss and destruction of lands did not spare rock art sites, sorne of which 
have been submerged for decades by the raised waters of lakes and rivers. Loss of 
lands and of traditional li fe ways led to a land claim case in the 1980s that still needs 
to be resolved. The next chapter will further contextualise Temagami area rock art by 
examining its history of research, as weil as the characteristics and the history of 
research of Canadian Shield rock art. 
CHAPTER II 
CANADIAN SHIELD ROCK ART AND APPROACHES TOITS STUDY 
The first part of this chapter introduces Canadian Shield rock art by describing its 
characteristics: its geographie distribution, its types, the possible dates of its 
execution and its pictorial content The second part discusses the historiograpby of 
rock art research with an empbasis on landscape approaches. The chapter concludes 
witb an overview of rock art researcb in the Temagarrù area. 
2.1 Characteristics of Canadian Shield rock art 
2.1.1 Geographie distribution and types of rock art 
Canadian Shield rock art is found in Québec, Ontario, Manitoba, Saskatchewan, the 
Northwest Territories, Minnesota and Michigan. Its greatest concentration occurs in 
northwestern Ontario in the area of Quetico Provincial Park, the Lake of the Woods 
and the Berens River region; eastern Manitoba, east and north-east of Lake Winnipeg; 
and northeastern Saskatchewan along the Churchill River ( see Dewdney and Kidd 
1967:164; Jones 1981:11 ; Rajnovich 1994:10, Figure 1; Steinbring 1998:90). 
Important concentrations in Ontario also occur along the Missinaibi River basin, Lake 
Nipigon and the Lake Temagami area. Around 700 sites have been reported to date 
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(Daniel Arsenault, persona! communicatlon 2008). The number of known rock art 
sites bas been affected by natural destruction processes, such as rock weathering, and 
anthropic activities, such as vandahsm or flooding due to dams constructed to barness 
e]ectricity or to regulate the levels of water bodies. Scholarly interest devoted to 
particular reg] ons bas also skewed the breadth of our understanding of the distribution 
of this form of visual expression. 
There are four types of rock art in the Canadian Shield tradition: pictographs, 
petroglyphs, lichenoglyphs and boulder art (petroforms). Boulder art consists of 
stones arranged into geometrie shapes such as circles, crosses or rectangular 
enclosures, and into effigies, such as turtles, birds or antbropomorphs. Petroforms are 
found in Manitoba (especially the Whiteshell Provincial Park), though four sites have 
been reported in northwestern Ontario (Brenner 1994; Norder 2003 :61 ; Steinbring 
1976). Lichenoglyphs bave been created by scraping away lichens from the rock 
surface, thus creating a visual contrast between the lichen and the exposed rock 
surface. Their relatively epherneral nature bas precluded any major studies of this 
phenomenon, however, licbenoglyphs have been reported in etbnohistoric sources, as 
weil as by rock art scholars in the past fifty years (e.g. Agassiz and Cabot 1850:67, 
76; Bigsby 1850:2:221-222; Blomquist 201 1:47; Conway 1984b: 2, 6-7; Dewdney 
and Kidd 1967; Harmon 1820:35-36). 
The next two types, petroglyphs and pictographs, are the most common and both are 
found in the Ternagami area. Petroglyphs are created by carving, pecking, abrading or 
incising images into the rock surface with stone tools (though soft rock substrate 
could be modified with bone or wooden tools) (Figure A.9). Owing to the hardness of 
the rocks in the Canadian Shield, stone tools would have been preferred. Petroglyphs 
seern not to have been enhanced with a colouring substance (Vastokas and Vastokas 
1973 :14-19; Wellmann 1979:17). Petroglyph sites have been located on open-air rock 
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outcrops and boulders along waterways, as well as inland_ There are relatively very 
few petroglyph sites compared to hundreds of pictograph sites and in 1977, Dewdney 
spoke of "fewer than thirty" (Dewdney 1977:8).40 
Pictographs account for the overwhelrning majority of rock art sites_ Pictographs are 
painted images, which tend to occur on vertical rock formations along rivers and 
lakes, though a few sites have been located on boulders (Conway 1984c; Dewdney 
and Kidd 1967:94) and in caves (Lugthart 1968; Molyneaux 1980:6, 1987) and sorne 
sites are away from water bodies (Norder 2003:62-63; cf Dewdney and Kidd 1967:6) 
(Figure A.l 0)- Pictographs were painted with fin gers (as the bread th of many li nes 
seems to correspond to that of a finger) and likely brushes or feathers were used for 
finer details (e.g_ Jones 1981:55). The paint consisted ofvarious sbades of red ochre41 
(iron oxide) ranging from bright vermillion to a dark brown (e_g_ Dewdney and Kidd 
1967:6, 17; Jones L 1979:86; Taylor et al. 1974:34)- The pigment, which was 
obtained locally or through trade from deposits along lakes and rivers, could be 
heated in order to obtain the desired red shade (Conway 1993:42; Dewdney and Kidd 
1967:21; Jones L 1979:87; Tyyskii 1973:32-44)_ Examples of rare white, yellow, 
40 It is not known to what sites precisely Dewdney was referring_ Since then other petroglypb 
sites bave been reported for example on Wakimika Lake in the Temagami area_ 
41 Very few studies have been performed on the pigment to determine its true identity_ Taylor et 
al_ (1974) determined tbat the paint they sampled at the Agawa Bay and Lac Wapizagonke sites was 
hematite_ Studies of pigment can shed light on procurement and tracte_ For example, MacDonald 
(2015) bas performed geochemical analyses of ochre on pictographs from nortbeastem Ontario and 
British Columbia_ Using portable X-ray fluorescence spectrometry (pXRF), a technique tbat allows to 
determine the cbemical composition of pigments, sbe can examine if images were painted with ochres 
from same or djfferent geological sources. Her research demonstrates tbat ochres travelled significant 
distances and that some were preferred over others_ The potential of this approacb is great, as it can 
shed ligbt on the cultural significance of ochre and quarries, as weil as tracte and mobility_ 
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black and blue p1ctographs have also been reported (Conway 198lb: 51 ; Dewdney 
and Kidd 1967:6; Pelshea 1980:54; Steinbring 1976:5).42 
Ochre was probably mixed with a binder. Ethnographie inquiries and seant 
ethnohistoric sources point to the use of isinglass (fish glue obtained from fish 
swimming bladder) acquired from sturgeon or whitefish (Dewdney 1970a: 22; Jones 
1980, 1981:53-55). Eider Fred Pine from Garden River First Nation (near Sault Ste. 
Marie, Ontario) infonned Conway that ochre was mixed with sturgeon' s cart1Iaginous 
spine boiled to a glue-like consistency and bear oil (Conway 1993:41 ). Other b1nding 
agents have also been proposed such as bear' s grease, or glue obtained from beaver 
ta1ls, fish roe or moose ' s hooves (Dewdney and Kidd 1967:169). The ochre might 
have been applied with water, where the latter would have acted as a diluent, just as ]t 
is possible that no vehicle was employed. Stud1es carried out by the Canadian 
Conservat]on Institute (CCI) revealed that only traces of an organic binder were 
present, which likely were the result of contamination (Wainwright 1985:20-21 ).43 
These studies also demonstrated that the pigment becomes bound and mixed with the 
calcite or silica deposits which form over the paintings and at the base of the rock 
Th1s mineral layer protects the pictographs from erosion, though an overaccumulation 
will obscure the paintings after a long period of time (Taylor et al. 1974). 
42 White pigment might have been white eartll or guano (Dewdney and Kidd 1967: 169). 
Wellmann (1979: 17) mentions kaolin as a possibility for wltite paint and manganese ore or charcoal 
for black. Archeometric analyses sbould be carried out to determine the nature of the pigment. 
43 Wainwright does not indicate on which sites precisely the organic binder was found. 
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2 .1.2 The age of rock art 
The age of most rock art in the Canadian Shield is not precisely known. Dating the 
images is problematic as conventional excavations are inapplicable except in the case 
of sorne petroglyph sites.44 Since Canadian Shield rock art is difficult to date and its 
particular cultural provenience is not always readily known, it is poorly incorporated 
into regional archaeological studies and is usually treated as an "isolated 
phenomenon" (Lemaitre 1997:65; Molyneaux 1981 :9). This quest for cultural and 
temporal origins reflects the preoccupations of the maker/ meaning paradigm. An 
analysis through the user/ caretaker paradigm would help to incorporate rock art into 
arcbaeological and ethnographie studies by concentrating on engagement and 
continued importance of rock art. 
Many relative dating techniques have been considered in order to determine its 
possible age such as stylistic analysis45 ( e.g. Dewdney 1970a, 1975a; Steinbring 
44 Tbere are very few sites with deposits at tbe base that could be excavated (e.g. Wortbington 
Bay, Lake Superior). Underwater archaeology could also shed light on the age of the site if, for 
example, offerings were recovered from the base of the site. For example, at the Lake of the Woods, 
Colson (2006) carried out with the help of professional divers a search for potential underwater 
pictograpb sites and offerings that might have been left at known sites. At the DhKm-l site, various 
offerings were recovered from the lake. Among them was a fragment of a clay pot that bas been dated 
to anywbere from 800 AD to 1400 AD (Colson 2006:295-296). Titis find could be indicative of tbe 
antiquity of tbe site as weil as of a tradition of depositing offerings at tbat particular place. If so, tbis 
tradition spans a tbousand years since offerings at this site have been observed as recenùy as May 2006 
(Zawadzka 2008:1 08). 
45 Style failed as a dating technique because regional styles have never been properly 
deterntined (Molyneaux 1981, despite efforts by for example. T. Conway [1979] ; Rajnovich [1981a, 
1981 b ]; Steinbring [1990, 1998]; Steinbring et al. [ 1987]) and because there is little superimposition of 
images in the Canadian Shield. Pettipas (1982) has discussed tbe problematic and arbitrary ascription 
of the tenns stylised and naturalistic to images. He also demonstrated tb at the assumption tbat rock art 
progressed from naturalistic to abstract is arbitrary and could very weil be reversed. Vastokas and 
Vastokas (1973 : 13 7) have argued tbat "distinctions of style witltin a single culture or a series of works 
need not always be explained in terms of outside culhlfal influences or culhlfe change, but tbat tbey 
probably have their basis in functional and iconographie variation witltin the culhlfe itself." 
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1978:21-29; Vastokas and Vastokas 1973:131-134), subject matter analysis (e.g. 
Dewdney 1970a; Jones 1981 :65-66), ethnographie and ethnohistoric evidence and 
association with archaeological remains (e.g. Arsenault 2004a: 309-310; Conway and 
Conway 1989:56, 1990; Pohorecky and Jones 1968a; Rajnovich 1994; Tassé 1977a: 
37-38), weathering and water level marks (e.g. Dewdney 1970a; Jones 1981:63-64; 
Steinbring and Elias 1968). Absolute dating of a pictograph site using the AMS 
(Accelerator Mass Spectrometry) method bas so far been only done on the Nisula site 
(DeEh-1) in Québec where two maximum uncalibrated dates were obtained: 2500 ± 
275 B.P. and 2440 ± 610 B.P. (Aubert et al. 2004). 
Although association with known archaeological sites and red ochre finds bas been 
used in dating rock art, it is often difficult to do more than speculate on the temporal 
and cultural links between rock art sites and the archaeological remains found in tbeir 
vicinity. Rajnovich (1994:46-49) argues for an antiquity of 2000 years based on the 
similar distribution of the Laurel complex sites, which date to the Middle Woodland, 
and of rock art sites. Other archaeologists have also posited a similar Middle 
Woodland or Late Woodland age for rock art sites (e.g. Reid 1979a: 253). However 
Lemaitre (2013:66, 68) points out that the presence of Woodland sites near rock art 
sites might be the result of taphonomic factors which led to better preservation of 
these archaeological sites, but more important! y, the spatial correlation of Laurel and 
rock art sites is indicative of a long-lived hunter-gatberer lifeway adapted to the 
boreal biome that bas its roots in the Archaic Period and that continued into the post-
contact period. Therefore, the correlation of rock art and of archaeological sites is not 
conclusive; rock art production might have spanned a long rime and is not exclusive 
to the Middle Woodland period. Similarly, the use of red ochre (in a mortuary 
context) is documented since the Archaic period (Ritzenthaler and Quimby 1962; 
Wright 2006:125, 281), therefore indicating that this mineral also bas a long history 
of use in the Canadian Shield. 
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Similarities in subject matter and form have been found in the pictorial content of 
rock art as well as other abjects of material culture. For example, srnall shale disks, 
interpreted as persona! charms or naub-cow-::o-win, were recovered from Lake Huron 
sites in northeastem Michigan, which were occupied between AD. 1300 and 1450. 
These disks were incised with among others motifs of Thunderbird, Mishipeshu,46 
otter and moose, similar to those fou nd in rock art (Cl eland 1985) (Figure A.11 ). 
Depictions of Thunderbirds, Mishipeshu, zoomorphs and anthropomorphs have been 
produced in the Great Lakes region for the past 2,000 years, on among others, abjects 
such as slate pendants and gorgets (Cooper 2005:64-67). These abjects indicate that 
the cosmology of Algonquian-speaking peoples reaches far into the past and tbat the 
paintings and engravings with similar figures could also be ancient A more recent 
production context is provided by sorne rock art images of horses and guns that point 
to the post-contact creation of sorne sites (e.g. Dewdney 1970a: 28) (Figures A.12 
andA13). 
Ethnohistoric evidence allows establishing a terminus ante quem date for some rock 
art sites. Earliest accotmts of rock art date to the seventeenth century. In 1636, the 
Jesuit Jean de Brébeuf mentioned "a rock called Ecaregniondi, which has often been 
found marked with the paint which they [Hurons] use to smear their faces" (Thwaites 
1896-1901:10:145) (Figure A.14) . In 1669, the Sulpician priest René de Bréhant de 
Galinée described an anthropomorphic effigy formation, near the western end of Lake 
Erie, whose face was fashioned with red paint. The missionary, along with his 
companion François Dollier de Casson consecrated an axe and destroyed the "idol" 
(de Bréhant de Galinée 187 5 :41-42). Other accounts of rock art (and of its 
destruction) were reported by the Jesuits Claude Dablon and Claude Allouez in the 
1670s (Thwaites 1896-1901:55:193, 58:43). In the nineteenth century, the explorer 
John Franklin (1823:40-41) mentioned the Painted Stone portage, where a stone 
46 For a discussion of Thunderbirds and Mishipeshu see Chapter V 
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bearing images was placed, "but the stone bas been removed many years" at the time 
ofFranklin' s visit 47 
One of the earliest accounts da ting to the end of the eighteenth century ( either from 
1787 or 1792) of a site still in existence today was given by the explorer and fur 
trader Alexander Mackenzie (1902:l:cxxi) on Churchill River in Northern 
Saskatchewan (Pohorecky and Jones 1968a).48 Mackenzie (1902 :cxxii) also 
mentioned a bear effigy rock where the head and the snout were painted_ There are 
also sorne accounts that help to pinpoint the creation of rock art sites_ The most 
famous is the account left by the ethnologist Henry Schoolcraft (1851-1857:1:406-
407) who was informed in the 1820s about the authorship of paintings at the Agawa 
Bay s1te on Lake Superior. In the 1980s, the archaeologist Thor Conway (Conway 
and Conway 1990) conducted ethnohistoric and ethnographie research on the Agawa 
paintings and concluded that sorne were executed between 1650 and 1662, while 
others date to the nineteenth century (Figure A 13 )-
Ethnographie data collected in the second half of the twentieth century indicates that 
knowledge of sorne rock art sites, of their functions as well as of their creators bas 
been nurtured in the collective mernory of certain Indigenous people_ These stories 
link particular rock art sites to the ancestors of the informants and seem to place the 
47 The rock art at the Painted Stone Portage was only mentioned by Franklin, bowever the place 
itself was mentioned by ether travellers (e_g_ Tyrrell 1934:32, 246, 489)_ Similarly, early explorers 
described the place wbere the Rocher à l'Oiseau site (Caron 191 8:37; Sagard 1939(1632]:171 ; 
Thwaites 1896-1901:10:165,167), Agawa Bay site (Harmon 1820:39; see Conway and Conway 
1990:46-47) and the Picture Rock site (Coues 1897:1:15-16; Mackenzie 1902:l:xc; Nute 1948; 
Thompson 1916: 178) are located. However, they only referred to the rituals associated witb these 
places, failing to mention the actual rock art. Only Delafield 's (1943:415) account from 1823 of the 
Picture Rock seems to touch upon the pictograpbs: "The traveller has left lùs mark on this rock in 
various ways; some by name & sorne by date & sorne by stTange deviee_" 
48 For an accOtmt from 1793 of rock art sites along the French River (Ontario) see "The Diary 
ofJohn Macdonell" in Gates (1965 :84-85). 
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creation of the art in the past two hundred years (e.g. Conway and Conway 1989:56; 
Dewdney 1974:2; Jones 1981:69-72; Wbeeler 1975). A record of a site in Manitoba 
ind:icates that a painting was done as late as 1905 (Steinbring 1998:6). Today, in the 
area of Lake of the Woods in Ontario, rock art is still sporadically created with spray 
paint by the local Indigenous people (Colson 2006:269, 374-375 ; Norder 2007:243-
245). On the whole, the evidence indicates tbat rock art is a long-lived tradition. 
2.1.3 Pictorial content 
The pictorial content of Canadian Shield rock art has been classified by Dewdney 
(Dewdney and Kidd 1967: 18) as consisting of unidentified abstract symbols, man-
made objects (such as canoes), bands, other buman subject matter (anthropomorphs), 
animais (zoornorphs) and mytbological creatures (other-than-buman persons). 
Tbough scbolars have elaborated on these categories ( e.g. Col son 2006, Lemaitre 
2013; Nor der 2003 ; Wb elan 1983 ), the se six categories constitute the basic and 
constant! y evoked division of Canadian Shield rock art pictorial content. 
Anthropomorphs are usually portrayed from the front, though sorne examples 
executed from the profile are also present. Facial features, feet and bands are not 
usually represented though instances of them occur ( e.g. Dewdney 1970a: 18-19; 
Jones 1981:31 , Figure 26). The figures' heads are sometimes depicted with hom-like 
projections, with so-called rabbit ears and with lines emerging from their heads (e.g. 
Arsenault 2008:43 , Figure 2; Conway 1989:7, Figure 5; Dewdney and Kidd 1967; 
Vastokas and Vastokas 1973:55, Plate 14, 71 , Figure 16). Action scenes are rarely 
depicted. Figures occasionally hold items resembling ceremonial pieces such as otter 
medicine bags and rattles, bow and arrows and cross-like objects ( e.g. Dewdney 
1978:130; Dewdney and Kidd 1967:37, 105; Jones 1981:33, Figure 28). 
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Lemaitre (20 13; Lemaltre and Arsenault 20 11) has further categorised the 
anthropomorphs into five categories. Type 1 consists of schematlc representations 
centered on a vertical trait (the body) onto which traits representing anns, legs and the 
head are added. Rands and feet are never represented. This type of anthropornorphs is 
spread all across the Canadian Shield. Type 2 consists of more realisric 
representations with bodies painted solidly. Heads are always represented; hands, feet 
and shoulders are also frequent These figures tend to be more anirnated: they might 
be walking (as indicated by their feet in profile), holding abjects or smoking pipes. 
This type is also spread across the entire Shield, though more frequent in its center 
and in the west. Type 3 anthropomorphs are composed of a triangular body. Legs are 
often flexed at the knees and hands and feet rnight be represented. The circular head 
is attached to the body with a single trait that represents the neck. This type of 
anthropomorph, very rare in the east of the Shield, is very frequent in northwestem 
Ontario (Figure A.l5) . The bodies of anthropomorphs of type 4 are shaped like an 
hour-glass, while those of type 5 have rectangular hollow bodies. These types are 
only present in the western portlon of the Canadian Shield, west of Lake Su peri or. 
Handprints (always posltive) and engravings of human hands are also depicted (e.g. 
Dewdney and Kidd 1967:30, 51 ; Lemaitre 2013 :187-189) (Figure A.16) . Objects of 
material culture include canoes with occupants indicated simply as vertical strokes, 
pipes, medicine bags and structures containing figures (e.g. Dawson 1995; Dewdney 
and Kidd 1967; Jones 1981:34, Figure 29; Rajnovich 1994:123-125) (Figure A.l7). 
Depictions of mamrnals include cervids such as moose, deer and caribou, bears, 
canines such as dogs and wolves, felines such as lynx, mustelids such as otters, 
beavers, horses, and bison (e.g. Dewdney and Kidd 1967; Jones 1981:36, Figure 31 , 
45, Figure 41; Lemaitre 2013). Reptiles include snakes and turtles (e.g. Arsenault et 
al. 1995:40, Figure 13 ; Dewdney and Kidd 1967; Vastokas and Vastokas 1973:96-
1 02). Birds are common un der the guise of a bi rd of prey, most likely the 
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Thunderbird, but other bïrds such as herons and cranes, have also been depicted (e.g. 
Dewdney and Kidd 1967; Jones 1981: Figures 39 and 40; Vastokas and Vastokas 
1973: Plate 22, Figure 3 7). Fïsh are also represented ( e.g. Dewdney and Kidd 
1967:16), however they are very rare (Jones 1981:60; Lemaitre 2013:178). Animais 
can also be represented through theïr tracks (e.g. Vastokas and Vastokas 1973:112-
116). The so-called bird tracks are especially concentrated in eastern Ontario and 
western Québec (Conway T. 1979:131-132; Lemaitre 2013:186) however, there are 
also examples of hoofprints in Saskatchewan (Jones 1981:37) (Figure A.18). Most 
animais are represented in profile, however turtles, beavers and mustelids are 
depicted in top view. Species identification if often difficult due to the Iack of 
species-specific diagnostic features (Dewdney and Kidd 1967: 19). For example, it is 
difficult to determine if the image is that of a wolf or of a dog. 
Other-than-human persans or manitous, identified as such by Indigenous informants, 
include animais and anthropomorphs. Among the animais there are Thunderbirds, 
homed snakes and Mishipeshu depicted as a quadruped with a long tail and with 
homs that in Aigonquian beliefs denote power (e.g. Dewdney and Kidd 1967:45, 51 , 
82, 84, 129) (Figure A.19) . Finally, there are animais which undertake activities 
usually associated with humans, su ch as a moose smoking a pipe (Pettipas 1991 ). It 
should be noted that it is not clear if ali the Thunderbirds were in fact perceived as 
such, as tbese might be depictions of birds or totem marks. Similarly, animais could 
be representations of manitous. Among anthropornorphs, those depicted with their 
arms up could be the maymaygwaysiwuk (e.g. Dewdney and Kidd 1967:14, 53 ; 
Wheeler 1975:701) (Figure A.15 .3). 
Abstractions and indeterrninate figures amount to haif of ali the recorded pictographs 
and consist of, arnong others, simple vertical or diagonal strokes, a series of short 
strokes being identified as tally marks, crosses, biobs, and circles with dots in the 
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middle (e.g. Dewdney and Kidd 1967; Lemaüre 2013 :183-185). There are also 
complex geometrie figures such as ladder-like structures, checkerboard patterns and 
figures composed of group of vertical and diagonal strokes, such as on Lake Anima 
Nipissing in the Temagami area (Figure A.20). Many interpretations have been 
offered as to the subject matter and meaning of these figures ( e.g. Rajnovich 1994), 
however, these images remain especially problematic for the interpretation of rock 
art. 
This section has described the characteristics of Canadian Shield rock art that attest to 
its pictorial diversity and its wide temporal and geographie span. Studies of Canadian 
Shield rock art date back to the nineteenth century and since their inception landscape 
concerns were addressed to a greater or lesser extent. This chapter now turns to the 
historical and intellectual trajectory of this approach. 
2.2 Studies of Canadian Shield rock art: the landscape perspective 
2.2.1 Nineteenth century: Evolutionism, Formalism and Philology 
Scholarly interest in Canadian Shield rock art was initiated in the nineteenth century. 
Evolutionary theory, philology and formalism guided the first forays into rock art 
studies that were concentrated on form, classificatory schemes and typologies at the 
expense of meaning (Molyneaux 1977). Rock art's in situ location coupled with the 
trend within anthropology and archaeology to study cultural variation in terms of 
geographie patterns (Trigger 1989: 122) resulted in the prevalence of geographie 
classifications ( e.g. Mallery 1893 ). Rock art was se en as a communication system, a 
hypothesized developmental stage of the alphabet, and an indication of the leve! of 
civilization among its users. Renee it was called "picture-writing" (Boyle 1896:44; 
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Lawson 1885:656; Mallery 1886:13, 1893; Schoolcraft 1851-1857:1:333). This belief 
is clear in the statement made regarding the paintings at Diamond Lake and Lady 
Evelyn Lake in the Temagami area: "these paintings extended along the face of the 
rock in one irregular line, so that they should, in our engravings, be regarded as two 
sentences of print or of writing, and read from left to right, one line following the 
other" (Phillips 1907 :42). 
The landscape context was largely ignored (Molyneaux 1977), but not entirely. The 
ethnologist and antiquarian Henry Schoolcraft recorded substantial information 
regarding Indigenous pictography, oral traditions, as weil as perceptions of landscape. 
Influenced by nineteenth century Romantic ideas of sublime Nature, he described 
natural places endowed with spiritual powers as "temples not made with bands" 
(Schoolcraft 1851-1857:1:50) and left this account regarding rock art sites especially, 
There has been noticed a striking disposition in the persans inscribing 
these figures, to place them in positions on the rock, not easily accessible, 
as on the perpendicular face of a cliff, to reach with, some artificial 
contrivance must have been necessary. The abject clearly was to produce 
a feeling of surprise or mystery (Schoolcraft 1851-1857:1 :406). 
The empirical turn in rock art studies at the end of the nineteenth century prompted 
researchers to explore more precisely the landscape context of rock art sites. For 
example, Mallery (1893 :776) called for the recording of the following information: 
The following details should be carefully noted: The direction of the face 
of the rock; the presence of probable traj}s and gaps whicb may bave been 
used in shortening distances in travel ; localities of rnounds and caves, if 
any, in the vicinity; ancient camping grounds, indicated by fragments of 
pottery, flint chips or other refuse; existence of aboriginal relies, 
particularly flints which may have been used in pecking (these may be 
found at the base of the rocks upon which petroglyphs occur); the 
presence of small mortar-holes which may have served in the preparation 
ofcolors. 
2.2.2 Rock art in the first half of the twentieth century 
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The rise of culture-history in arcbaeological theory at the beginning of the twentieth 
century meant that particular cultures and their chronological development were 
studied (Trigger 1989: 186-195). As archaeologists began to unravel the chronological 
depths of Indigenous pasts, rock art research was relegated to the recesses of 
academie interest as this form of visual expression was difficult to date and to ascribe 
to a particular culture (Wellmann 1979:14). Canadian Shield rock ait was largely 
ignored in the first half of the twentieth century and only sporadic scholarly reports 
describing the location, cultural affiliation and image content were created ( e.g. 
Béland 1959; Smith 1923:106, 184-189; Stanton 1947; Sweetman 1955).49 A rare 
description of the Nett Lake (Minnesota) petroglypbs and of the beliefs associated 
with their creation, as weil as of their landscape context was provided by the 
anthropologist Albert R. Reagan ( 1921:257 -259): 
This island bas one peculiar feature. The polished rock area is bollow 
beneath; and, on walking over it, it gives a hollow, dmm-like sound. For 
this reason it is considered sacred by the Indians of the reservation even 
to this day. They say it is the home of their god and that he "drums" 
whenever they go on the island to tell them they are on sacred ground. 
Consequently, to appease this god and keep his good will and to have 
their lives more happy, they place "medicine", tobacco, and smelling 
herbs in the crevices and the "hollow" place in the rock as an offering to 
him (Reagan 1921:258). 
49 Stanton was a geologist working in the area of Tramping Lake in Marntoba; Béland was a 
geologist working in the area of Lake Wapizagonke in Québec, while Sweetman conducted 
archaeological work at the Peterborough Petroglyphs site in Ontario. Smith, an archaeologist, created 
an album of Indigenous Canadian art as an inspiration for commercial artists and designers. 
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2.2.3 Rock art studies and New Archaeology (1950s-1970s) 
Canadian Shield rock art studies emerged in the era of Processual archaeology or 
New Archaeology, a theoretical approach, which emphasised evolutionary adaptation 
and scientific objectivity in archaeological studies as it sought to explain human 
behaviour through universal laws. As Whitley (200 1: 16) bas demonstrated, New 
Arcbaeology bad a direct influence on rock art studies. The return of adaptive 
evolutionary concerns emphasised the importance of technology and subsistence 
which were shaped by extemal causes such as the environment. This led to the 
neglect of symbolism, religion and art which were essentially too difficult to 
interpret. Religion was envisioned as the irrational expression of human bebaviour 
and since rock art largely feil under the umbrella of religious expression, it was 
ignored. As Munn (1973 :2) observed, in anthropology, art (and therefore rock art) 
was perceived as a trivial pursuit compared to the established interest in kinship or 
social structure. 
Research on Canadian Shield rock art was revitalised in 1957 when Selwyn Dewdney 
(1909-1979), an artist and amateur rock art researcher, was commissioned by 
Kenneth E. Kidd to record hundreds of si tes across the Canadian Shield for Toronto' s 
Royal Ontario Museum (ROM). Dewdney set out to record 292 sites in Canada 
(Alberta, Ontario, Northwest Territories, Québec, Saskatchewan) and adjacent United 
States (Minnesota) (Dewdney 1997:161), the recordings ofwhich are now preserved 
at the ROM. Tbrougbout his travels in the Canadian Shield, Dewdney also carried out 
ethnographie work among Indigenous people in order to elucidate the raison d 'être of 
rock art sites. 50 His book, co-authored with Kidd, Indian Rock Paintings of the Great 
50 It was during these travels that Dewdney met Norval Morrisseau who sbared bis knowledge 
of lndigenous culture with him. Dewdney championed Morrisseau ' s art and was instrumental in 
publishing Morrisseau 's 1965 book Legends of My People, the Great Ojibway (see Phillips 2006). 
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Lakes issued in two editions in 1962 and 1967 provided the first (and to date the only) 
comprehensive catalogue of pictographs in the Great Lakes region. It offered the first 
typology of rock art images, as weil as situated rock art within its broader 
anthropological context. 
The l960s saw an effervescence of rock art studies across the Canadian Shield, a 
"pictograph fever" (Dewdney 1979a: 2) culminating in the creation in 1969 of the 
now defimct organisation of Canadian Rock Art Research Associates (CRARA). As 
Dewdney (1979a: 2-3) explained: "At the founding conference [CRARA] we defined 
our aims as threefold: to protect and preserve sites; to conduct rock art research; and 
to inform the public of the wealth of rock art expressions in Canada." 
The protection and the preservation of the sites, as well as rock art research, were 
manifested through intensive recording. Tim Jones ( 1979:79) thus justified the 
recording endeavours: 
I feel that we must obtain ali possible field data from ali possible sites, 
not only for "data preservation" or "salvage research" but also for the 
sake of straight research .. . The more complete the bank of information on 
this aspect, the more secure our theorizations will likely be. I am not in 
any way suggesting that data-collection should be done in place of other 
types of studies; only that if we allow more sites to disappear, we will 
lose more of our possible remaining research data. 
As Dewdney (1997:161) wrote ''I'm not the only pebble on the pictographie beach." 
Among other "pebbles" of the first generation of rock art researchers were Tim Jones 
(1974, 1981) who studied sites along the Churchill River (this being the first 
systematic study along a waterway in the Canadian Shield) and who collaborated 
with Zenon Pohorecky on the recording of Saskatchewan and Manitoba sites ( e.g. 
Pohorecky and Jones 1966, 1967a, 1967b, 1968a, 1968b), Jack Steinbring (e.g. 1978, 
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1987, 1998) who studied sites in Manitoba and Joan and Romas Vastokas (1973) who 
studied the Peterborough Petroglyphs site in Ontario. 
Rock art studies continued to be steeped in classificatory and descriptive trends weil 
into the 1970s (Schaafsma 1985 :238). Crea ting an in ven tory of rock art sites was of 
utrnost importance, while typologies and styles were elaborated ( e.g. Dewdney and 
Kidd 1967; Pohorecky 1981 ; Steinbring 1978). As T. Jones (1979:78-79) explained: 
[ we] are still in more of a "Boasian" rather than "Levi-Straussian" stage 
of research - - that is, stiJl collecting data and recording previously 
unrecorded sites, rather than indulging in much deep theorization . .. In 
any area where not ail sites are recorded, an essential need is the attempt 
to complete the records on the body of extant sites. While we may or may 
not see, in the near future, more important studies relating rock art sites to 
particular cultural groups and contexts, the work of recording the basic 
data must go on. If we did nothing more than complete the inventory we 
would be doing we11, as far as research is concemed. 
2.2.4 The quest for meaning in Canadian Shield rock art 
Rock art continued to be recorded at a large scale weil into the 1980s, especially in 
northwestem Ontario (e.g. Lambert 1983, 1985, 1986; Reid 1979b, 1980; Rusak 
1992). The wealth of data coupled with theoretical advances ushered rock art into a 
new era of interpretation. An increasing interest in symbolism, structuralism and 
semiotics in cultural anthropology and archaeology in the 1960s and 1970s prompted 
the search for meaning in the study of rock art (Blundell 2000:35-45 ; Conkey 
2001:278; Leone 1998; Munn 1973:2; e.g. Leroi-Gourhan 1967). Eventually, rock art 
was envisioned as a sign system with multiple readings from which meaning could be 
elucidated (Conkey 2001 :280-282). 
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Studies of Canadian Shield rock art employed ethnohistoric and ethnographie sources 
in arder to access meaning ( e.g. Conway and Conway 1990; Dewdney and Kidd 
1967; Jones 1981:70-72; Lipsett 1990). Researchers focused upon discrete 
iconographie images and relied predominantly on Midew;w;n pictography as recorded 
by Schoolcraft (1851-1857), Hoffman (1888, 1891), and others, in arder to interpret 
rock art images (e.g. Dewdney 1968:2; Dewdney and Kidd 1967; Lipsett 1970; 
Lugthart 1968; Rajnovich 1994; Vastokas and Vastokas 1973). Interpretation of 
particular motifs (e.g. canoe) was also undertaken (e.g. Dawson 1995; Elias and 
Steinbring 1967; Morrison 1974), though this led to the isolation and 
decontextuahsation of the images. 
The quest for meaning led to the elaboration of typologies by various researchers 
since Dewdney' s initial attempt (Dewdney and Kidd 1967). In most cases, the 
typologies are replete with sacred connotations that emerge from the identification of 
the images with Midewiwin pictography and Algonquian mythology (e.g. Rajnovich 
1994; Rusak 1992; Whelan 1983). This can lead to assurnptions about the category 
into which an image is placed and to "premature conclusions" about its meaning and 
origin (Dewdney 1979b: 325). In one particular case, Dewdney (1979b: 331) 
lamented the "thoughtless label" of "Rabbit-man" given to a figure at the Mazinaw 
Lake site and the subsequent speculation that it rnight be the Ojibwa culture-hero 
Nanabush. This led others to "categorically identiflY] the painting as [Nanabush], and 
therefore of Ojibway origin" (Dewdney 1979b: 331 ). 
The categories created to describe the pictorial content cannat escape from the 
researcher 's subjectivity. In one notable attempt at objectivity, Maurer and Whelan 
(1977) and Whelan (1983) have worked on a computer-based typology that could be 
apphed to rock art and other types of pictography and that relied on form with little 
persona! interpretation of the images. Despite the ngorous attempt at empirical 
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descriptions and numerous unbiased categories, problems remained as certain motifs 
could not be identified and their subject matter remained elusive. In other cases, 
images suggested various subject matters. For example, the depiction of one motif 
from the Face Site (Churchill River, Manitoba) suggested a pipe, a human femur or a 
club (Maurer and Wbelan 1977:201). 
Assigning an image to a particular category depends on whether the researcher is a 
categorical lumper or splitter (Colson 2006). Dewdney's Jumped categories 
(anthropomorphs, bands, objects of material culture, animais, mythical creatures and 
abstractions) remain the most widely known and the basis for other typologies, 
despite that they are problematic. More important is the fact that Indigenous artists 
did not necessarily differentiate their pictorial production in such terms. For example, 
the so-called abstractions are abstractions only to a Euro-Canadian researcher (see 
Chapter V). These broad categories have been created to accommodate a great variety 
of images that often are hard to identify (because of damage or exfoliation) and 
categorise (because of elusive subject matter) . These categories faveur figurative 
images. Figurative images are easier to identify and they can be classified more easily 
into relatable categories. They can be narned and what is named can be tarned., it can 
be owned, hence discussed and incorporated more easily into existing knowledge and 
imbued with meaning. The so-called abstractions are lumped together because it is 
harder to engage wüh them and to discuss them meaningfully. These broad categories 
project a false sense of pictorial homogeneity onto rock art. The catch-ali category of 
abstractions is populated especially by diverse images which, for the researcher, elude 
straight-forward identification and interpretation. This perceived homogeneity also 
fuels a perception of a simple art and from there the slippery slope can lead to 
assertions that this art is static and primitive. This is echoed in Dewd.ney 's (1959a: 
164) early descriptions of rock art as "a kind of living fossil of a phase in the 
development of art that is older th an the bricks of Baby lon." 
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The search for the meaning of imagery incorporated ethnographie inquiries carried 
out among Ojibwa and Cree peoples. These indicated that the maymaygwaysiwuk, 
other-than-human beings who lived within cliffs on water, medicine men and fasting 
youth were primarily responsible for the creation of the images ( e.g. Conway 1985a, 
1986, 1993; Dewdney 1965:3, 1970b; 1978; Dewdney and Kidd 1967:13-14, 22; 
Jones 1981:76-77; Lipsett 1990; Reid 1979a: 247-250; Steinbring 1978:13, 1998:8; 
Steiri.bring et al. 1978:66; Wheeler 1975). 
Though the association with medicine men and vision-questing youth was prevalent, 
other interpretations for the functions of the images were also offered such as hunting 
magic (e.g. Dewdney 1978:125, 127; Jones L. 1979:88; Lambert 1986:201 ; 
Rajnovich 1994:115-119; cf. Dewdney and Kidd 1967:22; Pohorecky and Jones 
1970:16), depiction of future things or events (Jones L. 1979:87; Lipsett 1990:258), 
territorial markers (Dawson 1995; Lambert 1983 :124) or travel markers (Jones L. 
1979: 88; Lambert 1986; Rajnovich 1994:162). 
2.2 .5 Landscape and rock art studies 
The landscape context of rock art sites includes the properties of the rock outcrop 
(e.g. geomorphology, cliff height) and their relation to images, visual and acoustic 
properties of the site, the cardinal orientation of the site and the site 's placement in 
relation to other sites of cultural importance, such as sacred or habitation sites, and 
pathways in the landscape. Four general trends can be observed in the study of 
landscape characteristics at rock art sites. The first trend studied the physical 
characteristics of the site and their relation to rock art weathering and conservation 
(e.g. Dewdney 1970a; Steinbring 1998). The second trend was interpretative in nature 
and the landscape characteristics were placed in the larger context of Algonquian 
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beliefs and practices and of the sacred landscape (e.g. Arsenault 1998; Molyneaux 
1987). The tbird trend based on empirical observation of the site 's and landscape 's 
characteristics, sought to elucidate the criteria for site selection, such as site's 
vi si bility in the landscape ( e.g. Lambert 1983; Rusak 1992). The fourth trend is fair! y 
new and tackles rock art as an element of social landscapes, exploring its 
multifunctionality (e.g. Norder 2003). 
2.2.5.1 The beginnings 
The rock outcrop and the surrounding landscape of rock art sites, as weil as the 
reasons for sites' selection, were generally neglected by researchers who gave priority 
to inventory, dating and conservation of images. It was only at the end of the 1970s 
that landscape concerns began to fully emerge. As contextual and post-processual 
approaches gained a foothold, material remains began to be investigated in their 
whole cultural context with the aid of, among others, ethnography and ethnohistory. 
Ideology and religion stopped being mere epiphenomena and began to be seen as 
val id areas of archaeological research as meaning and symbolism were explored ( e.g. 
Hodder and Hutson 2003[1986]). This contextual approach (Molyneaux 1977) allows 
for the investigation of the images in their cultural (and) landscape context. 
Observations regarding the close relation between rock art images and their Iandscape 
context were emerging since the beginning of the "pictographie fever. " As early as 
1957, Dewdney made the following observation regarding the rock surfaces in the 
Quetico Provincial Park (northwestern Ontario) : 
It soon became evident on our first trip that the larger setting of any site 
was irrelevant. To date no generalization has been thought of that begins 
to account for the choice of either an individual cliff out of a group of 
cliffs, or of a particular rock face on a given cliff. Further, it is quite 
obvious that the artist was not concemed with the relationship in design 
between bis drawing and the space it occupied (Dewdney 1957:2-3). 
However, a year later, Dewdney (1958:21) wrote: 
[ o ]n most sites the artist pays no attention to the background he paints on. 
On one Agnes Lake site [Quetico Provincial Park] , for instance, the 
background consists of strongly contras ting bands of gneissic rock against 
which the painting can scarcely be seen. In three otber cases, drawings 
run across cracks or other flaws that could have been avoided. Here, 
however, the "net" that surrounds the sturgeon appears to emerge from, 
and disappear into, a deep vertical crevice in a very deliberate way. 
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Despite the fact that Dewdney (Dewdney and Kidd 1967: 16-17) remarked the 
presence of veins and cracks on painted surfaces, in general be claimed that there was 
no "concem for .. . the nature of the painting surface" Nonetheless, it became 
apparent tbat style and imagery are not the only concerns in rock art researcb and that 
the landscape context is also important for its interpretation. As Kidd (Dewdney and 
Kidd 1967:168) remarked: 
It is conceivable that tbere is sorne pattern or plan to the general location 
of rock paintings, but, if this is true, it bas still to be worked out. Were 
they placed only at the abodes of spirits? Were they scattered haphazardly 
in remote as weil as in accessible places? Were they located only along 
important routes, or along routes used only at certain seasons or for 
certain purposes? The answers to these, and to many other questions, still 
have to be found, but should be interesting when discovered. 
Though Dewdney strove to be empirical, extensive travels to rock art sites resulted in 
a greater appreciation ofthe experiential dimension of the landscape. Wben talking of 
the Picture Rock Island site (DhKm-3) in the Lake of the Woods region, Dewdney 
( 1971:4) considered it a place where a sbaman could dream, as suggested by its 
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location, its broad vista, and the "manito feel" which he experienced with "shameless 
subjectivity." He further added, "I know of no rock face with such massive elegance. 
St:reaked with white lime p:recipüate, and the black or blue-green algae, against which 
the pictog:raphs appear, the glacially-smoothed granite wall lite:rally leaps into the sky 
in a great vaulting curve" (Dewdney 1971 :4). During this time period, Steinbring et 
al. (1969 :14) described the Wisakichak' s Footprints site (GkLr-1) in Manitoba, where 
two horizontal lines have been painted over depressions in the rock considered to be 
the footprints left by the Cree culture-hero. The authors remarked that " [t]his 
pictograph site is different from alrnost any other known Shield rock painting site, in 
that the structure of the bed:rock [is] closely related to the paintings and to the act of 
placing paintings on the rock surface." As research into rock art prog:ressed, the 
relation between landscape and rock art became even more evident. 
2.2.5.2 Site characteristics and site conservation 
Conservation, one of the main goals of CRARA, led to the exploration of the factors 
that affect the preservation of rock art. The elements of the rock surface were 
especially noted as potential players in the weathering of images. The presence of 
cracks, overhangs, mineral deposits and ledges, as well as the cardinal orientation51 of 
the sites were noted in order to determine the degree of exposure to moistu:re (rain, 
water seepage) and to sunlight. The effects of cracks and especially of mineral 
deposits on the images were also recorded. The presence of ledges was also noted as 
possible platforms from which images could be painted ( e.g. Dewdney 1970a; 
51 As Steinbring (1 987: 12) explained: "The orientation creates a set of physical factors 
including solar angles, wind direction (and velocity) the flow characteristics, and ice. These in tum 
effect the rates and nature of lichen growth, surface spalling, and exfoliation." Dewdney (l970a : 13, 
39) carried out observations at rock art sites and detennined that sites facing north and especially 
north-east, were most subjected to wind-driven rain and thus encroachment by lichens. 
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1978:123; Jones 1981 ; Lambert 1983, 1985; Pohorecky and Jones 1968a: 32; 
Rajnovich 1981 b; Rusak 1992; Steinbring 1998; Steinbring et al. 1969). 
2.2.5.3 Landscape characteristics through the prism of Algonquian culture 
The examination of rock art in the context of Algonquian culture and of its landscape 
context was fust carried out by Joan and Romas Vastokas (1973) in their 
comprehensive sh1dy of the Peterborough Petroglyphs/ Kinoomaagewaabkong (The 
Teaching Rocks) in Ontario. The authors postulated a connection between the images 
and the crystalline limestone bedrock on which they were carved by situating the site 
in the context of Algonquian mythology and beliefs that speak of an animate 
landscape inbabited with manitous. The authors state that "[b]oulders, rocky hills, and 
outcroppings with unusual dimensions or character, such as clefts, holes, or crevices, 
were especially charged with man;tou and often conceived as the dwelling-places of 
mythological creatures" (Vastokas and Vastokas 1973:48). At the Peterborough 
Petroglyphs site 
[i]t is these unusual natural formations [seams and fissures in the rock] 
that rnight have prompted the initial selection of this site as uncanny, 
strange, awesome, and bence cbarged with manitou, perhaps even the 
voice of manitou manifested in the trickling sounds of the hidden water 
[underground stream] (Vasto kas and Vasto kas 1973 :49). 
The site was interpreted as a "rnicrocosm ... the middle-point, the meeting place of 
earth and sky" (Vastokas and Vastokas 1973:53) and as forming a whole with the 
surrounding landscape (Vastokas and Vastokas 1973:141 ). 
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Brian Molyneaux, a former student of Joan Vastokas, argued for rock art within a 
sacred landscape, using physical evidence at the sites , as well as incorporating 
etbnohistoric evidence and Indigenous beliefs into his study (Molyneaux 1980, 1983, 
1987). Molyneaux ' description of the concept of sacred lands cape is arnong the first 
ones in Canadian archaeology: 
When rock art is viewed within the context of the surrounding landscape, 
it becomes evident tbat many of the sites are associated with unusual or 
striking rock features: massive cliffs, large crevices or cavities, prorninent 
overhangs, or strangely glaciated or weathered surfaces. Like the painted 
circle in the rock cavity on Cuttle Lake [Ontario] , or a snake depicted at 
the entrance of a large crevice, sorne natural features have been clearly 
perceived by the artist and incorporated into the art. At other sites the 
association may be more subtle. On Lake of the Woods there is a painting 
site situated on a rock that owning to its dark colour appears to be entirely 
unsuited for the equally dark paintings that are barely visible on its 
surface. Wben the rock is viewed from a different angle, however, it 
becomes the profile of a large fish-like form, with a natural crease in the 
rock clearly defining the moutb. At Nett Lake in Minnesota, there is a 
petroglyph site located on an island with one peculiar feature. Wben one 
walks on the polished rock it gives out a drum like sound. These special 
places, distinct in their environment, may be interpreted as part of a larger 
tradition of beliefs and rituals concerning what rnight be called the sacred 
landscape (Molyneaux 1980:10). 
Molyneaux ( 1987:25) also called for an incorporation of Indigenous perceptions of 
landscape into rock art studies: 
When we achieve a greater understanding of how hunting and gathering 
groups such as the Ojibwa conceived of their natural surroundings, we 
may be able to recover useful information from the physical act of being 
where the sharnan or artist created his images. 
The interest in the landscape context for the interpretation of rock art sites becarne 
gradually more pronounced. At the 1977 CRARA conference, Dewdney (1979b: 337) 
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suggested that more attention should be paid to the physical setting of the sites and 
that ethnohistoric and ethnographie accounts should be assiduously incorporated into 
rock art research. Researchers began to pay attention to the elements of the rock 
surface, such as quartz veins, cracks, and washes of white patina, and their relation to 
images in order to interpret rock art (e.g. Adams 1980: 119; Conway 1989; Rajnovich 
1980a: 38, 1981a: 287-288; Steinbring 1987:5, 7; Steinbring and Steinbring 1978:13). 
The presence of ledges possibly for fasting or deposition of offerings, 52 fasting caves, 
and of effigy fom1ations or stone arrangements known as Thunderbird nests in the 
vicinity, that might have prompted the choice of rock art locations, was also remarked 
upon (e.g. Conway and Conway 1989:54-55; Dewdney 1971 , 1978:113; Jones L. 
1979:88; Molyneaux 1980, 1987; Steinbring 1987:11 , 1998; Steinbring and Iwacha 
1982:9-10, 13-14). Acoustic properties at rock art sites, sucb as ecboes, have been 
docurnented around the world (Waller 1993a, 1993b, 2002), as well as in the 
Canadian Shield. These acoustic properties include echoes and sound amplification, 
and in the case of petroglyphs, underground streams and reverberating bedrock ( e.g. 
Conway 1993 :151 ; Lambert 1983:13 ; Molyneaux 1980:10; Pelshea 1980:54; 
Steinbring 1998:77, 92 ; Vastokas and Vastokas 1973:49). Archaeologists 
increasingly inquired about the landscape context of rock art sites and consultation 
with lndigenous people indicated that sites occupied special locations within the 
landscape and that the landscape itself was charged with powerful meanings ( e.g. 
Conway 1985a, 1986:7-8, 1993; Conway and Conway 1984:19-20, 1989:54-55, 
1990; Jones and Jones 1978; Rajnovich 1989:186, 1994:35, 66; Steinbring 1992). 
Rock art locales are usually interpreted as sacred places used for vision questing or as 
abodes of the maymaygwaysiwuk that medicine men would visit in order to obtain 
medicine by entering into the cl iffs ( e.g. Conway 1986; Dewdney 1970b; Dewdney 
and Kidd 1967; Jones 1981:71-74; Lipsett 1990; Rajnovich 1989; Wheeler 1975). 
52 Offerings can also be inserted into cracks or thrown into the water at the site or sometimes at 
a considerable distance ( e.g. 1 OOm) from the site (Craig Macdonald, personal communication 20 14). 
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Currently, the sacred landscape approach is popular within studies of Canadian Shield 
rock art. Arsenault (1998, 2004a, 2004b, 2004c; Arsenault and Gagnon 1998; 
Arsenault et al. 1995) has been advocating for a contextual approach where the 
physical cbaracteristics of the sites, and its visual and acoustic phenomena are 
examined along with other sacred fonnations in the landscape, oral traditions and 
toponyms. Arsenault bas also continued the quest for defining the spiritual 
characteristic of the site that would influence its selection for the creation of rock art 
(Arsenault 1998; Arsenault and Zawadzka 2014). Lemaitre (1997, 1999, 2004, 2013; 
Lemaitre and Arsenault 2011 ; Lemaitre and Decart 2008) also argues for a more 
thorough investigation of rock art sites including their acoustic and physical 
properties, as well as the properties of the surrounding landscape in relation to 
Algonquian beliefs. Allen (2007, 2008, 2009a, 2009b) is anotber researcher who 
works closely witb Indigenous groups and who bas been conducting work on 
pictographs in southern Ontario, discussing them in the context of sacred landscape 
and Indigenous spirituality. Finally, the present author bas been examining rock art 
within its sacred landscape context from a phenomenological perspective, looking at 
criteria for site selection, as well as its aesthetic qualities within the context of 
Algonquian spirituality (Zawadzka 2008, 2010, 2011 ; Arsenault and Zawadzka 
2014). 
2.2.5.4 Rock art and site selection 
Archaeologists in northwestern Ontario were also interested in the selection of 
location for rock art sites based on empirical and practical observations of topography 
of the coast and the cardinal orientation of the sites. In his study of the West Patricia 
region (northwestern Ontario), Reid (1980 :223) bas observed that pictograph sites 
tend to be located on "vertical rock faces on straight shorelines .. . (perhaps for a 
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more dramatic effect) ." This observation was also corroborated by Rajnovich (1981 b: 
2 7) who stated th at sites tend to occur on "straight shorelines, not coas tl ines 
interrupted by hays, points or island contours." This allowed them to be visible over 
broad stretches of water (Rajnovich 1981a: 285). Other researchers working in 
northwestem Ontario have also agreed with this assertion (Rusak 1992). 
V arious preferences for cardinal orientation of the sites were explored by researchers 
in northwestern Ontario who observed that north-facing sites are rare (Lambert 1983; 
Reid 1980:223; Rusak 1992). Rajnovich (198la: 285, 1981b: 27, 31), speculated that 
this avoidance of the northern exposure might have been enforced in order to protect 
the paintings from "destructive northwest winds." Other explanations advanced by 
Rajnovich were that "light conditions would be better for painting and viewing the 
morphs" or that "the rising and noontirne sunshine reflected from the water creates 
dancing light sparkles over the work heightening its drarnatic value" (Rajnovich 
1980:34 quoted in Lambert 1983:136). Lambert 's (1983) investigations led him to 
conclude that "[s]election of cliff localities for production of pictographs was 
influenced in part by conditions promoting high visibility including the presence of 
sorne precipitate and an orientation promoting good use of sunlight as opposed to 
daylight" (Lambert 1983: 138). 
The relationship between rock art sites and habitation sites was also explored, though 
their contemporaneity could not be asserted. The few studies that have tackled the 
problem indicate that sorne rock art sites are isolated (e.g. Rajnovich 1980b: 49, 
1981b: 27; Steinbring 1998:41 , 93), while others are placed in the vicinity of other 
archaeological sites (e.g. Rajnovich 1980b: 50, 1980c: 28, 198lb: 27, 1994:163; Reid 
1979a: 250; Rusak 1992). 
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2.2.5.5 Rock art and multifunctionality 
Non-sacred interpretations of rock art within its landscape context are rather rare. The 
association between paths and rock art has been explored by sorne rock art scholars. 
While examples of sites not connected with important travel routes and located at 
"dead-end" water bodies are known (Dewdney and Kidd 1967:6, 74-75; Rajnovich 
1981 b: 27), other researchers have supplied examples of rock art sites placed on 
traditional Indigenous travel routes, indicating the placement of rock art at narrows or 
near portages or on the shortest route across a lake (e.g. Lambert 1986; Lemaitre 
2013 :215-216; Pohorecky and Jones 1968a: 36; Rajnovich 1981b: 27; Zawadzka 
2008: 145-146). In his study of rock art sites from various drainage systems in 
northwestern Ontario, Lambert (1986) proposed that rock art was a conveyor of 
secular information, a "sign post" or "information board" that would transmit 
different information depending on its image content and respective drainage. This 
information could relate to aggregation areas, sacred areas, hunting resources, or 
navigational danger, such as "rapids ahead" (Lan1bert 1986: 188). Lambert (1986: 163, 
171 -172, 202-203) points especially to the location of sites at narrows, rapids, or 
passages between lakes and notes that certain sites are best viewed when approached 
from a particular direction, thus guiding travellers. He concludes his discussion of 
differentiai functions by stating: "That pictographs function as message boards, maps 
or navigation aids , is apparent. Interpreting their information is more difficult, 
whether [they were] intended to guide or identify, or to warn of fast water or 
malevolent spirits" (Lambert 1986:203). 
Norder (2003 , 2012a; Norder and Carroll 2011) bas examined rock art in the Lake of 
the Woods region as a symbolic place marker that structured mobility in the 
landscape, as well as an agent shaping and maintaining social memory and identity. 
By examining the location of sites, as weil as their graphie content, and by using GIS, 
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Norder looked at the types of social interactions that rock art could facilitate. Rock art 
sites were found to be placed along water routes where they facilitated information 
ex change. His researcb indicated that there were three types of sites in the Lake of the 
Woods area that conveyed specialised and generalised information as travel markers 
(type 1), aggregation site markers (type 2) and sacred sites (type 3). Norder (2003) 
bas also discussed rock art in connection witb land tenure. In this context, rock art 
oriented people and indicated burnan use of and presence in the landscape. Norder's 
research finnly situates rock art as a multifunctional phenomenon. 
2.3 Previous research on Temagami rock art 
Some of the earliest rock art studies in Canada were undertaken in the Temagarni 
area. In June of 1906, W. Phillips (1907), an assistant to the archaeologist David 
Boyle, recorded the pictographs at Diamond Lake and the south arm of Lady Evelyn 
Lake (now submerged) (Figure A21). Nothing more was done until 1959, when 
Selwyn Dewdney, under the auspices of ROM, recorded three sites on Lake 
Temagarni (CfHa-3 , CfHa-5, CgHa-19, and noted the destroyed CfHa-10);53 the 
Dian1ond Lake site (CbHb-1 ); two sites on Upper Grassy Lake (CkHh-2, CkHh-3); 
one site on Ferris Lake (CkHg-1); and, in 1965, one site on Matachewan Lake 
(DaHe-4) and one site on Lake Matagamasi (CeHd-1 ) (Dewdney and Kidd 1967:92-
94, 152-153) (Figure A22). The Ferris Lake and Upper Grassy Lake sites were also 
pbotographed in 1958 by John Macfie (1958), an employee of the Department of 
53 Dewdney recorded CŒa-3 and CŒa-5 as one site. CŒa-10 was already destroyed when 
Dewdney went to investigate it However, Conway was later shown the location of the site and 
assigned it its Borden number in 1982. A Borden number is a number assigued to every archaeological 
site in Canada in order to better track it and its associated artifacts and features . 
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Lands and Forests. 54 The Anima Nipissing pictograph site (CbGx-1) was recorded by 
Knight (1971:27) and tben by Dewdney in 1973.55 In 1973, Dewdney and Tassé 
attempted to locate the submerged Lady Evelyn Lake site with the help of divers. 
Though they were unsuccessful, they did discover another submerged rock face on 
the Lady Evelyn River (South Channel) with pictographs ofwhich they secured sorne 
photographs (Dewdney 1977:18, 32, fig. 10; Tassé 1977a: 45, 48) .56 This was "the 
first time any drowned paintings have been found and photographed under water" 
(Dewdney 1977:18). 
In the 1970s, the regional archaeologist, Thor Conway, an employee of the Ministry 
of Citizenship and Culture, began studying the rock art of northeastem Ontario, 
reporting on and recording many new sites, including those of the Temagamj area. 
His research, wruch incorporated oral traditions, led to fresh ethnographie material 
through interviews with Eiders, as weil as new insight into rock art and its placement 
within the sacred landscape (e.g. Conway 1976a, 1976b, 1976c, 1980, 1981c, 1983, 
1992a, 1993, n.d.). Julie Conway assisted him in tills endeavour (Conway J. 1979; 
Conway and Conway 1978, 1989). Conway's research highligbted the importance of 
landscape. For example, he examined the relation between motifs and the elements of 
the rock outcrop such as quartz veins and cracks (e.g. Conway 1985a: 14-15, 1986, 
1989, 1993:89-90) and white precipitate (Conway and Conway 1990:12-13). He also 
54 Ferris Lake pictographs were also noted by the members of the Survey Party No. 3 in 1900, 
"We noticed figures of animais painted on the flat surfaces of the bluff in red paint (borse, fish, lizard 
[sic]). Red paint may probably bave been red ocbre" (Parsons 1900). 
55 Site card for Lake Anima Nipissing site #289, located at the New World Archaeology 
Department (Royal Ontario Museum) in the Selwyn Dewdney Rock Art Research Collection , Series 1: 
Pictograph Reproductions. 
56 A slide of the underwater photo is located at the Selwyn Dewdney Rock Art Research 
Collection (ROM), bowever it is unclear and the motifs are hard to distingtùsh. 
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considered the association of sites witb sacred effigy formations (Conway and 
Conway 1984, 1989)_ 
Conway was also interested in the content, meaning and the pattern of distribution of 
the images. For example, he discussed the regional distribution of motifs, linlcing 
tbese to particular bands (Conway T_ 1979:131-134; 1981c, 1984b: 8, n.d} He also 
proposed an archeoastronomic explanation for certain motifs (Conway 1989: 19), 
arguing that the association of certain morphs (a triad of an anthropomorph, a wolf 
and an animal pelt or cross) may bave represented the constellations Orion and Canis 
Major (Conway T 1979:134-140, 1976c). He further developed his 
arcbeoastronomical arguments linking Wabeno medicine men with star lore and sorne 
of the motifs in rock art (Conway 1985b, 1992b)_ Conway's work consist largely of 
grey literature (which does not always contain accurate and complete information), 
however he did publish a book wbicb discussed Canadian Shield rock art, as well as 
Tema garni area rock art in 1993 _57 
Other researchers have worked on rock art since the Conway duo exited the scene_ 
John Pollock (1992:51) mentioned a rock art site on Wawiagama Lake_ Diana Gordon 
(1992:21) noted the Deer Island pictographs (CgHa-23), and, in 1994, while 
surveying Lake Temagami, she sketched and photographed previously known sites 
(CfHa-3, CfHa-6, CfHa-8, CgHa-21 and CgHa-28) (Gordon 1995a)_ Luke Dalla Bona 
(2001) reported a pictograph site on Wapus Creek.58 Serge Lemaitre (1999, 2004, 
57 This work, along witb a book on the Agawa Bay pictographs co-authored witb his wife 
(Conway and Conway 1990; re-edited [on! y tmder Thor Conways' name] and expanded in 201 0), takes 
its place along the studies by Dewdney and Kidd (1967) , Vastokas and Vastokas (1973), Jones (1981 ), 
Rajnovich (1994) and recently Lemaitre (2013) to constitute tbe limited book selection on the topic of 
Canadian Shield rock art Such books are the gateways to rock art for non-specialists and their paucity 
shotùd be lamented because it limits access to knowledge for the general public. 
58 The archaeological report deposited at the Ministry ofTourism and Culture does not indicate 
the Borden number for this site. 
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2013 ; Lemaitre and Arsenault 2011 ; Lemaitre and Decart 2008) was the next 
researcher to tackle the pictographs of Temagami in his doctoral tbesis (2004, 
published in 2013) that examined sites in nortbeastem Ontario and western Québec. 
He also reported the Mathias site (CgHa-38). Brittany Webster (2012) has conducted 
a technical investigation at the Devi! ' s Led ge pictograph site on Lake Obabika 
(CgHb-4) tbat included a photo-documentation in order to examine prospects for rock 
art conservation. The location of rock art sites in the Temagami area bas also been 
made accessible through canoeing maps that highlight the cultural heritage of the area 
(Friends ofTemagami 2012; Wilson 2004). 
2.4 Cbapter summary 
This chapter has presented the characteristics of Canadian Shield rock art 
(distribution, age and pictorial content), as well as the history of its study with 
particular attention to landscape approaches. It is only in the 1970s and the 1980s that 
landscape was increasingly envisioned as an integral aspect of rock art studies. With 
the rise of contextual arcbaeology and greater awareness of Indigenous beliefs, rock 
art studies stepped into a new era of interpretation where rock art is examined 
especially as an element of the sacred landscape and as an element of the social 
landscape. Consequently, the doors for the multifunctionality of rock art have been 
opened. The Temagami area bas been known for a long time in archaeological circles 
and bas been the scene of sorne in-depth rock art studies, especially by the Conways 
and Lemaitre. However, analysed mostly through the prism of the sacred landscape, 
the sites await a more holistic approach in the context of their cultural landscape. 59 
59 For a list ofprevious studies carried out at parti cul ar sites see Appendix B . 
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In many ways, thanks to the rich ethnographie record, scbolars exploring the place of 
rock art within sacred landscapes bave been touching on core elements of anirnisrn , 
such as rock art ' s association witb other-than-burnan persans or the possibility of 
animateness of inanimate substances such as rocks (see Chapter V). At the same time, 
interpretations often replicate the dualism of nature and culh1re and body and mind 
which are not found in animic ontologies (see Chapter III) . Thus, it is the human's 
action on nature and the human mind's product that is of interest: who made rock art 
and why? Wbat do these images mean? Bence, images and places tend to be passive 
and devoid of agency. Places are often interpreted as inscribed with rneaning, white 
the images are syrnbolic projections, static records of visions or messages. 
Explorations of landscape and place bave led to approacbes that favour the agency of 
landscape (e.g. Norder 2012b). However, images are rarely discussed in this rnanner 
- that is they are rarely examined for what they do (see Chapter V, section 5.4.5). 
White "indulging in mucb deep theorization" (T. Jones 1979:78) can lead to fruitless 
and ungrounded intellectual exercises, collecting data for the sake of completing an 
inventory and without theoretical guidance can lead to omissions in the field and the 
generation of information without generation of knowledge. The next chapter will 
discuss the tbeoretical approaches that bave guided the process of data collection and 
analysis in the course of this research : the "dwelling perspective," culturallandscape, 
animism and agency of art. 
PART II 
THEORY AND METHODOLOGY 
CHAPTERITI 
THEORETICAL APPROACHES 
ln arder to examine the ways in which rock art participated in the cultivation of 
relationships in the cultural landscape of people in the Temagami area, the concepts 
of cultural landscape, animism and agency of art have to be discussed. A landscape 
can simply be defined as a set of places connected by paths, inhabited and 
experienced by people (Ingo Id 1993: 156). Landscapes are discussed through the 
"dwelling perspective" as relational, experiential and temporal, as generators and 
nurturers of individu al and of collective memories and identities, as weU as mediums 
for power relations. The concept of animism helps to address the way Algonquian-
speaking hunter-fisher-gatherers traditionally engage with the world. This world is 
inhabited with hun1ans and other entities, such as plants, animais and other-than-
human persans endowed with souls that are members within the circle of social 
relationships . As a relational ontology, animism embraces the animacy ofnon-human 
elements in the world. Not only animais and plants can be envisioned as persans but 
also certain manifestations of material culture can engage in social relations. This 
leads to the discussion of the agency of art. Agency of art is the ability of art works to 
act and to influence humans. An approach to the agency of art, proposed by the 
anthropologist Alfred Gell (1998), postulates that art works have agency and as social 
agents they trigger various responses and influence humans. Highly influential and 
controversial, Gell's approach can be contrasted with the Actor-Network Theory 
developed in Science Studies. For Ge li, art is an index of human agency, wh ile within 
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the Actor-Network Theory, agency is equally assigned to the human and the non-
human (artifacts, concepts ... ) within a network of interactions. Y et another way to 
look at the agency of artworks is through animism that allows questioning their 
animacy and even personhood and thus their inclusion in the wider circle of social 
relations. 
3.1 Culturallandscape, place and path 
The term cultural landscape was fust defined by the geographer Carl Sauer in 1925 as 
follows: 
The cultural landscape is fashioned from a naturallandscape by a culture 
group. Culture is the agent, the natural area is the medium, the cultural 
landscape the result. Under the influence of a given culture, itself 
changing through rime, the landscape undergoes development, passing 
through phases, and probably reaching ultimately the end of its cycle of 
development (Sauer 1963[1925]:343). 
Since Sauer 's definition, many others have been offered, however, a unified 
definition of cultural landscape is lacking and it remains an "ambiguous" concept 
(Gosden and Head 1994; Thomas 1993:20) allowing researchers to emphasize its 
various components. Anschuetz et al. (200 1:160-161) have provided the following 
tenets of the landscape paradigm that have been popular within archaeology for the 
last two decades: 
1) Landscapes are composed of "cultural systems structuring and 
organizing peoples ' interactions with their natural environments." 
2) Landscapes are social constmcts where spaces are transformed into 
places and made meaningful via beliefs and values. 
3) Landscapes are mediums for ali of human activities, where the 
interdependent cultural (e.g. ideation) and the natural (e.g. material 
re sources) interact and crea te patterns in the landscape. 
4) Landscapes are dynamic cultural processes and represent cultural 
cognitive maps that guide peoples ' activities. 
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These tenets are echoed by other arcbaeologists and cultural anthropologists who 
have theorised the concept ( e.g. Ashmore and Knapp 1999; Bassa 1996; Bender ed. 
1993; Feim11an 1999; Hirsch 1995; Layton and Ucko 1999; Tilley 1996). 
Many archaeologists tend to view landscapes as social constructs, where space is 
transformed into a meaningful place as a result of human actions and beliefs, and 
distinguish between a natural environrnent and a landscape (e.g. Tilley 1994). Culture 
cloaks the natural world. Culture, as a subjective, conceptual , extemal scheme to 
perception covers objective nature and on1y "the sovereign perspective of abstract 
reason" can elucidate how this superimposition operates upon and flaveurs reality 
(Ingold 2000: 15). However this dichotomy of culture 1 nature has been contested, 
especially by anthropologists weil acquainted with animic Indigenous worldviews 
(e.g. Bail 2002; Cruikshank 2005; Harkin 2000; Ingold 1993, 2000). The idea of 
nature itself is debated because it is socially constructed (e.g. Descola and Palsson 
1996; Ingold 1992, 1993, 2000; Viveiros de Castro 1998). Even the distinction 
between natural places and human places is not always clear-cut as bas been shawn 
by sorne archaeological and anthropological studies (e.g. Bradley 1998a; Insoll 2007; 
Tilley et al. 2000). In arder to counteract the nature-culture dualism, Ingold (1993, 
2000), inspired by phenomenological philosophers Martin Heidegger and Maurice 
Merleau-Ponty and by the ecological approach60 of the psychologist J.J. Gibson and 
60 The ecological approach stipulates that organisms are actively engaged with their 
environments in a dynamic, co-evolving process. 
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the anthropologist Gregory Bateson, has proposed to examine landscapes through the 
"dwelling perspective." 61 
Ingold (2000:4, 89) argues tbat human beings are organ1sms that are "node[s] in a 
field of relationships," which are characterised "not as containing li fe, or expressing 
61 Landscapes have been variously emphasised in both archaeology and visual arts. In both 
cases, approaches to landscape have been influenced by the dicbotomy Nature 1 Culture wbere Nature 
is objective and objectified and Culture is subjective and agentive. This dichotomy emerged in the 
seventeenth and eighteenth centuries tbrough the writings of philosophers such as René Descartes, 
Francis Bacon and Jean-Jacques Rousseau (Thomas 2004:11-31 , 78-89). Within the western visual 
arts, landscapes were increasingly present since the Renaissance, bowever they truly emerged as 
subjects in Du teh art of the seventeentb century to reach ù1eir apogee in French and English art of the 
nineteentb century (Cosgrove 1998[1984] :9, 20; Mitchell 1994:7). Increased representation of 
landscapes is the resuJt of equating sight with objectivity as epitornised for example in single-point 
perspective painting (Cosgrove 1998( 1984]:9; Thomas 2004: 178-179, 199). The representation of 
landscapes is not neutral and it reflects how land is appropriated. The increased depiction of 
landscapes can be linked to changing perceptions of the place of humans in Nature, to the quest for ù1e 
domination of Nature by humans, to emergence of capitalism and tl1e associated alienation of land 
from humans, as weU as imperialism and its apparently natnral quest for mastery over the world 
(Cosgrove 1998(1984]; Mitchell 1994). The decline of landscape painting was linked witb a decrease 
in perspective painting, as artists explored new ways to represent reality, and the advent of 
photograpby, tlle objective means of recording par excellence. At the same rime, landscapes were 
increasingly absorbed by science, especially geograpby (Cosgrove 1998[ 1984]: 11 , 26, 33, 257-261 ). 
In archaeology, tl1e concept oflandscape allowed contextualising ù1e relationsbips and patterns evident 
between various sites. The tenn "landscape arcbaeology" bas been employed only since tl1e m:id-1970s 
and its use heralds the increased conceptualisation oflandscapes not simply as analytical backgrmmds 
for sites but as analytical units in their own right worù1y of study (David and Thomas 2008:27). In ù1e 
1960s and 1970s, under the general sway of Processual archaeology, landscapes were perceived in a 
functionalist light, as inert pbysical backdrops that imposed economie and environmental restrictions 
on human populations which needed to adapt accordingly in order to survive. Landscapes mattered 
only in terms of their pbysical cbaracteristics such as possible food resources or climate (Knapp and 
Ashmore 1999:2, 7; David and Thomas 2008:28-32 ; Tilley 1994:1). Cosmological and symbolic 
dimensions of landscapes were ignored as were their material manifestations, sucb as sacred sites. It 
was onJy witb the rise of contextual arcbaeology in the l980s (see Hodder and Hutson 
2003( 1986]: 156-205) and an increased quest for understanding and exposing human social interactions 
in the past, tllat landscape stopped being envisioned as an inert neutral space for human activities and 
came increasingly to be perceived as a participant in a culture' s conceptual domain. This change in 
attitudes towards landscapes can be linked to other developments emergent within the discipline of 
arcbaeology sucb as stylistic studies of material culture tl1at exposed the social dimension of 
geographical boundaries and pointed to symbolic organization across the landscape, and greater 
recognition of Indigenous people and of tbeir landscape perceptions witbin tl1e discipline (David and 
Thomas 2008:32-36; see also Strang 2008a:52). The incorporation of ideas developed by, among 
otbers, phenomenological philosophers and cultural geographers bas also helped to redefme tl1e notion 
oflandscape (e.g. Merleau-Ponty 2008(1945] ; Tuan 2007(1977]). 
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it, but as emergent within the !ife process itself." As such, they are interdependent 
with their environment. For Ingold, environment is not nature, which would imply a 
neutra! backdrop and demand an objective detachment from the world. Rather, 
environment is immersive. An environment exists in a continuons relation to an 
organism in a dynanüc process as the environment is shaped by and participates in 
the shaping of an organism. Humans emerge through their relational engagement with 
their environments and it is tbrough this engagement that world and landscapes come 
to be known. For Ingold, an environment is also not a landscape since the former is 
characterised by its function, as a medium that is pregnant with "certain capabilities 
and projects of action," while a landscape is an embodiment of form which is brought 
about through "the processual unfolding of a total field of relations" (Ingold 
1993 :156). A perception of the environment is not simply culturally constructed but 
stems from the active engagement with it via the affordances offered by the 
environment's elements. TI1e concept of affordances was developed by Gibson. For 
Gibson "[t]he a..ffordances of an environment are what it offers the animal, what it 
provides or jùrnishes, either for good or ill" (Gibson 1979:127, quoted in Ingold 
1992:42; emphasis in original). 
To dwell means to be a part of a wholeness of the uni verse, to relate to it, and human 
actions and creations (things) reflect and embody this wholeness and unity 
(Heidegger 2008[1977] :347-363). By dwelling in the world, people create their sense 
ofbeing (Ingold 2000:114). This is the process that Ingold (2000:153) bas called the 
dwelling perspective [ ... ] a perspective that treats the immersion of the 
organism-person in an environment or lifeworld as an inescapable 
condition of existence. From this perspective, the world continually 
cornes into being around the inhabitant, and its manifold constituents take 
on significance tbrough their incorporation into a regular pattern of !ife 
activity. 
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The dwelling perspective bas been formulated through a deep lecture of hunter-
gatherer practical engagements with the world. As Ingold explains: 
hunter-gatherers do not, as a rule, approach their enviromnent as an 
externat world of nature that has to be 'grasped' conceptually and 
appropriated symbolically within the tern1s of an imposed cultural design, 
as a precondition for effective action. They do not see themselves as 
mindful subjects having to contend with an alien world of physical 
objects; indeed the separation of mind and nature has no place in their 
thought and practice [ . .. ] What I wish to suggest is that we reverse this 
order of primacy, and follow the lead of hunter-gatherers in taking the 
hun1an condition to be that of a being immersed from the start, like other 
creatures, in an active, practical and perceptual engagement with 
constituents of the dwelt-in world. This ontology of dwelling, I con tend, 
provides us with a better way of coming to grips with the nature ofhuman 
existence than does the alternative, Western ontology whose point of 
departure is that of a mind detached from the world, and that bas literally 
to formulate it - to build an intentional world in consciousness - prior to 
any attempt at engagement The contrast, I repeat, is not between 
alternative views of the world; it is rather between two ways of 
apprehending it. . . [For hunter-gatherers] apprehending the world is not a 
matter of construction but of engagement, not of building but of dwelling, 
not of making a view of the world but of taking up a view in it (Ingo Id 
2000:42; emphasis in original). 
As beings-in-the world, humans engage practically with their surroundings in 
"specifie relational contexts" (Ingo Id 2000: 186) that give rise to particular behaviours 
and meanings that affect both people and their environments, and which ultimately 
become components oftheir culturallandscapes. 
A cultural landscape can be understood as a network of places and paths which 
includes topographical elements, such as mountains and rivers, the fauna and the 
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flora , the weather,62 as well as components ofhuman origin, such as monuments, and 
physical and symbolic resources which are imbued with meanings and are perceived 
through the prism of a particular culture (e.g. Ashmore 2008; Ingold 2007; Jones 
1998; Stoffle et al. 1997). For marine communities, the sea is a seascape perrneated 
with powerful connotations that echo tho se that are fotmd on land ( e.g. Cooney 2003; 
McNiven 2008).63 Though physical evidence of human presence tends to be 
emphasised, the symbolic value of a Jandscape does not depend directly on the 
amount and type of human modification it incurs (Bradley 2000; Buggey 2004:21; 
Carmichael et al_ 1994; Jones and Cloke 2002; Knapp and Ashmore 1999:1 -2, 10-13; 
Strang 2008b). Features such as trees, caves, mountains or rivers and the intangible 
elements of the landscape "such as the acoustic, the kinetic and the olfactory, as well 
as the visual" (Australia ICOMOS, 1995:4, cited in Buggey 2004:2 1) are also 
suffused with significance and are vectors of cultural meanings . 
Studies of landscapes undertaken by anthropologists and archaeologists ( especially 
those who are phenomenologically inclined) enable to tease out an inventory of 
characteristics of cultural landscapes that emerge through human engagement with 
the manifold constituents of the world. These characteristics are: 1) landscapes are 
experiential and relational; 2) landscapes are temporal ; 3) landscapes are the living 
embodiments of individual and of collective memories; 4) landscapes generate and 
62 Ingold ctifferentiates between climate and weather. 
Climate is an abstraction compounded from a nun1ber of variables (temperature, 
precipitation, air pressure, windspeed, etc.) that are isolated for purposes of 
measurement. Weather, by contrast, is about what it feels like to be warm or cold, 
drencbed in rain, caught in a storm, and so on. In short, climate is recorded, weather 
experienced (Ingold 2007:836). 
63 For example, for the Inuit of Iglooli.k (Ntmavut, Canada), sea ice is an important element of 
their landscape allowing for travel, harvesting of subsistence resources and for establishment of 
villages. Sea ice features prominently in Inuü oral histories. The predictable cycles of ice formation 
and mel ting bestow on it a recurrent topography thus leading to the perception of certain ice features 
as landmarks which have stories and toponyms associated with them (Aporta 2011 ). 
------~~-------, 
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nurture individual and group identities; 5) landscapes are mediums for power 
relations_ 
3 _1. 1 Landscapes are experiential and relational 
Ingo id (1993: 156) provides a definition of landscape as "the world as it is known to 
those who dwell therein, who inhabit its places and journey along the paths 
connecting them." For Julian Thomas (2001:173), a phenomenologically-inclined 
archaeologist, landscape is: 
a network of related places, which have gradually been revealed through 
people' s habituai activities and interactions, through the closeness and 
affrnity that they have developed for some locations, and through the 
important events, festivals , calamities, and surprises which have drawn 
other spots to their attention, causing them to be remembered or 
incorporated into stories. 
It is through places that people relate to and make sense of landscapes (Zedefio 2000). 
In the words of Thomas ( 1996:91) " [p ]laces are hybrids, relational webs of meaning 
and materiaL" For Ingold (1993:155), 
a place in the landscape is not 'eut out' from the whole, either on the 
plane of ideas or on that of material substance. Rather, each place 
embodies the whole at a particular nexus within it, and in this respect is 
different from every other. A place owes its character to the experiences it 
affords to those who spend time there - to the sights, sounds and indeed 
smells that constitute its specifie arnbience. And these, in turn, depend on 
the kinds of activities in which its inhabitants engage. It is from this 
relational context of people ' s engagement with the world, in the business 
of dwelling, that each place draws its unique significance. 
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One way to weave the fabric of a landscape into a cohesive entity is through paths -
whether real or imaginary - which, like arteries and veins, allow for the !ife of a 
landscape to continue. As Tilley (1994:31) states, it is " [i]n the process of movement 
[that] a landscape unfolds or unravels before an observer," and pathways allow for 
this unravelling. Pathways, whether riverine or terrestrial , human-made or animal-
made, are important because they connect. They structure movement in a landscape, 
whether it is habituai, occasional, or unusual. They render the landscape 
comprehensible as landscapes emerge from the memories and experiences accrued 
during movement (Golledge 2003:37-38 ; Ingold 2000:204; Kelly 2003 :45). Ingold 
(2000:204) declares, " [t]o reach a place, you need cross no boundary, but you must 
follow some kind of path. Thus there can be no places without paths, along which 
people arrive and depart; and no paths without places, that constitute their 
destinations and points of departure." Paths themselves, by virtue of experiences they 
engender, of actions they solicit, and of stories attached to them, can be envisioned as 
places (Zedeno and Stoffle 2003 :59). Thus, they should be given the same importance 
as that accorded to places. 
Places are often theorised along with spaces. As the geographer Yi-Fu Tuan 
(2007[1977]:6) explained: 
Space is more abstract than place. What begins as undifferentiated space 
becomes place as we get to know it better and en dow it with value . .. . The 
ideas 'space' and 'place' require each other for definition. From the 
security and stabi lity of place we are aware of the openness, freedom, and 
threat of space, and vice versa. Furthermore, if we think of space as that 
which allows movernent, then place is pause; each pause in movement 
makes it possible for location to be transformed into place. 
In this definition, spaces are akin to ambiguous potentialities where places corne to 
be. However this dichotomy of place and space bas also been contested. The abstract 
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concept of space faits to reflect the reality of a dwelt-in world woven from an ever-
emerging mesh of relations . Places are not containers enclosed in the void of space, 
but they reveal themselves along the paths undertaken in everyday life. Intersections 
of paths lead to the emergence of places (Ingold 2011:145-155). An abstract space 
does not exist "[a]s every place, through the movements tbat give rise toit, enfolds its 
relations to ail others, to be somewhere is to be everywhere at once" (Ingold 
2000:229). Movement is not an abstraction therefore it cannat be equated with an 
abstract space and furthem1ore if paths can be envisioned as places then the rigid 
dichotomy of place and space is further weakened. 
The relational and experiential quality of a landscape emerges in movements from 
place to place and through the practical and tangible dimension of activities 
performed in the landscape. These spatially and temporally located and related acts of 
dwelling performed individually and communally are known as taskscapes and 
landscapes bear their imprints in their features (Ingold 1993). The tasks performed in 
the landscapes are the embodiment of the practical engagement with the world. The 
relational and experiential quality of a landscape is simultaneously conveyed through 
stories. lndeed, stories can be powerful vectors that shape one' s understanding not 
only of actual landscapes but also of past, distant and imagined landscapes (e.g. the 
fictional Tatooine planet of the Star Wars saga) which, though never visited 
physically, feel real and connected with people (Bender 1993:1 ; Russell 2008). This 
further demonstrates that places do not need to materialise through concrete physical 
actions and that the space/ place dichotomy is untenable. 
A cultural landscape and its places and paths are experienced differently by social 
ac tors, depending on the ir age, gender and social status (Bender 1993: 1-3; Thomas 
2001: 176). Landscapes can be variously perceived not only through rime but by 
different people inhabiting it simultaneously (e.g. Harkin 2004; Mack 2004; Strang 
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1997). This plurality of experiences that a place can engender is denotative of what 
Rodman (1992) has called a place ' s multivocality and multilocality. 
3.1.2 Landscapes are temporal 
Landscapes are temporal, always in the process of becoming as they are created by 
and creating of human activities (e.g. Bender 2002; Hirsch 1995; Ingold 1993, 2006). 
As lngold ( 1993: 152) remarked "the landscape is constituted as an enduring record of 
- and testimony to - the lives and works of past generations who have dwelt within it, 
and in so doing, have left there something of themselves." Landscapes have often 
been referred to as palimpsests (e.g. Bender 2002:S106, S108; Thomas 1993 :25) 
imbued with the past, the present and the future (Bender 1993:2; Ingold 1993 :157, 
159; Tilley 1994 :27). An experiential approach to this concept of palimpsest is given 
by Merleau-Ponty (2008[1945]:478) who states that 
[t]ime is [ . . . ]not a real process, not an actual succession tbat 1 am content 
to record. It arises from my relations to things. Within things tbemselves, 
the future and the past are in a kind of eternal state of pre-existence and 
survival. .. What is past and future for me is present in the world. 
Landscapes and their meanmgs are ever-changing and multitemporal. Tbeir 
temporality is cbaracterised by intermesbed different flows of time wbicb express 
tbemselves at different scales: on a daily basis witb day-to-day activities; cyclical 
basis, as with the ebange of the seasons and seasonal activities; punctuated basis 
when radical changes, such as construction of new features or sudden destruction of 
old ones; and on a long-term basis of geomorphologie time, such as when mountains 
erode. As elements of landscapes, places and paths are temporal, bea ring the imprints 
of various temporalities as they stand witness to the passing of time (Bender 
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2002:Sl04; Ingold 1993; Tilley 2004:12). Places and paths have their own histories 
(wh at Ashmore [2002: 1177 -1179] calls "!ife histories of place") where they come to 
be, are used, modified, abandoned and sometimes re-appropriated (see Parcero 
Oubiiia et al. 1998; Zedeiio 2000:106-1 07). 
3.1.3 Landscapes as embodiments of collective memories 
As temporal and experiential, landscapes are the living embodiments of individual 
and of collective memories of a people. Though individual memories are harder to 
elucidate and more fleeting, they are important for the formation of collective 
memories, which in their turn colour persona! recollections. Collective memory is a 
socially mediated knowledge about the past that bears upon the bebaviour and the 
experiences of a group of people. Collective memory is dynamic, selective and 
mutable. It is subject to change from one generation to another depending on various 
current circumstances, thus what is being remembered and what is being forgotten or 
ignored are both crucial (Connerton 1989; Halbwachs 1980[1950]; Nora 1989). 
Arising from common experiences, collective memory is shaped, maintained and 
conveyed over time through stories and songs, in material culture (e.g. monuments), 
texts, performative acts (e.g. bodily gestures and movements and ceremonies), tasks, 
as weil as in landscapes (Assmann 1995; Connerton, 1989 Jones 2007; Küchler 1993; 
Nora 1989; Owoc 2005 ; Van Dyke 2008). Destruction or negation of the se carriers 
alters or obliterates collective memory (Bradley 2008[2002]). 
Collective mernory permeates the tangible elements (the fauna, vegetation, 
architecture) and the intangible elements (oral stories, toponyrns, sotmds) of the 
landscape. It sustains the relationships among these elements and belps to make sense 
of the everyday lived-in world (Knapp and Ashmore 1999:13-14; Van Dyke 2008; 
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Van Dyke and Alcock 2003). Landscapes are filled with evidence of past ac6vities, 
which might manifest themselves physically or endure in oral histories and cultural 
practices, thus anchoring cultural knowledge and sustaining memories (e.g. Nelson 
1983; Stewart et al. 2004). 
Since landscapes are in constant transition, as new experiences and new events occur, 
memory is vital for the creation of a sense of place and places revive memories 
(Harris 2009:112; Van Dyke 2008:278). It is especially through the movement within 
a landscape (whether real or storied as in a song [see for exan1ple Feld 1996; Stewart 
et al. 2004:192]) and the encounter of specifie places that memory is formed (Ingold 
2000:147-148, 219-242). Movements along paths, whether for everyday or seasonal 
activities, journeys, pilgrimages, or migrations, allow people to learn their landscape 
and to develop bonds with it (Zedefio and Stoffle 2003:61 , 65-68). Paths are 
intimately linked with the experiential narrative of travel and the act of remembering, 
as previous experiences are invoked in the act of a current movement (Ingold 
2000:147-148; Tilley 1994:30-31). Thanks to repeated movement along pathways 
and re-encountering of places, the latter would get stories attached to them and 
ingrain themselves in the collective memory of a people, becoming important vectors 
of syrnbolic meanings (Tilley 1994:31-32). Places bouse individual and collective 
memories through toponyms ( e.g. Thorn ton 1997), oral histories ( e.g. Basso 1996) 
and cultural practices ( e.g. Carroll et al. 2004) and thus they act as "rallying points" 
for groups (Ashmore 2002: 1176). Memories associated with places are important as 
they can attract or detract people from frequenting them, just as they can give rise to 
contested meanings (Bender 2002: S 1 04). 
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3.1.4 Landscapes generate and nurture individual and group identities 
Landscapes generate and nurture individual and group identities through their 
relational , experiential, temporal and memorial properties. Movement, practice, 
stories and toponyms create attachment to places. By experiencing and knowing 
places, paths and landscapes, they become familiar and a sense of belonging ensues. 
Just as people generate and cultivate places, places generate people (Ingold 2000:149-
150; Tilley 1994:18, 26-27). 
3 .1.5 Landscapes are mediums for power relations 
Identities, memories and experiences create diverse landscape perceptions, which in 
turn give rise to various power relations embedded in the social, religious, political 
and economie spheres of existence (e.g. Arsenault 2004b: 72; Bender 1993 ed. ; 
Strang 1997; Thomas 1996:91 ; Tilley 1994:26-27; Whelan 2005). Power, the ability 
to influence and control, is immanent in human relations, and as Foucault (1978:95) 
wrote "Where there is power, there is resistance." Landscapes will be contested as 
power is enacted, opposed and negotiated. Power can be displayed in landscapes by 
manipulating the discourse about or access to architectural elements ( e.g. Bender 
1993; Bradley 1998b; Tilley 1994:204-206; 1996); through place-naming practices 
(e.g. Whelan 2005); through spatial segregation (e.g. Abeyaratne 1999; Casella 
2008); and through the manipulation of access rights to various places ( e.g. Insoll 
2007:150-151 ; Taçon 1999:41-42) or resources (e.g. Strang 2009; Zedei'io 1997). 
A landscape is a complex medium where human and non-human elements constitute 
each other and where the relational field is materialised. There are different ways of 
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looking at, apprehending and experiencing a landscape. An animic ontology guides 
the perception of the landscape of Algonquian-speaking hunter-fisher-gatherers. 
Tuming to animism will allow for a better appreciation of the relational fusion that 
emerges and binds together people, places and paths. 
3.2 Animism 
Indigenous people often have an amm1c conception of the world. In animtsm, 
"animate" (e.g. animais) and "inanimate" (e.g. stones) entities and natural phenomena 
( e.g. thunder) are perrneated to various extent with human social, cognitive, 
emotional and physical qualities. Most often the concept is summarised as imparting 
a soul to anirnate and inanimate objects and phenomena. 
Animism, one of the earliest concepts developed in antbropology, was defined by 
Edward B. Tylor (1871 :21) as "the doctrine ofsouls and other beings in general."64 
Tylor along with a host ofscholars (e.g. Clodd 1905; Dorman 1881 ; Gilmore 1919) 
perceived animism as the earliest form of religion. This evolutionary approach to the 
concept was consequentially associated with the primitive, the childish and the 
rnistaken perception of the world. 65 Earl y scholars created elaborate compendia of 
animism's characteristics which continue to define today's animic cultures. These 
features include the belief that animais, plants, material objects, landscape features 
such as rivers and rocks, celestial bodies and natural phenomena, such as winds, have 
64 For other definitions and uses of animism see Bird-David (1999:S67) and Gutbrie (1993:40-
41) . 
65 See Gutbrie ( 1993) for a recent interpretation of animism as an erroneous perceptual strategy. 
Gutbrie envisions arùmism as an evolutionary vestige where bmnans erroneously ascribe human 
characteristics to animais and objects in order to increase the ir chances of survival. 
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souls and are alive; however souls can also exist :independent of a rnaterial fom1 as, 
for example, "spirits" of the forest. Anirnisrn is also characterised by, arnong ethers, 
the belief in the transmigration of the souls; soul travels between and within different 
realms of the universe; the importance of dreams and visions for soul's travel and 
communication with non-human entities; and ancestor and animal worship. 
The advent of symbolic anthropology in the 1960s resulted in animic views being 
seen as rnetaphors of human society projected onto, especially human-animal 
relations ( e.g. Tanner 1979), an assertion that did not dis pel the mistaken premise of 
animism and which continued to propagate the Cartesian legacy of nature-culture 
divide, which is absent within animic beliefs (Bird-David 1999; Harvey 2006; 
Willerslev 2007: 13-19). Animisrn, associated with primitivism and outdated 
evolutionary ideas, was generally shunned in anthropology despite its occurrence 
being documented across the world, notably in the circumpolar world and South 
America (e.g. Descola 1994; Viveiros de Castro 2004; Yarnada 1999; Yarnada and 
Irirnoto 1997). 
Recently, the discussion surrounding this concept bas been reinvigorated and the 
concept bas been re-evaluated thanks to three key endeavours: first, a greater 
sensitivity to Indigenous perceptions of the environment and holistic worldviews; 
second, the recourse to phenomenological insights into the experience of one's 
"dwelling" in the world; third, an eschewal of the modernist notion of personhood 
and ofthe dichotomies ofself/object and nature/culture (e.g. Bird-David 1999, 2006; 
Descola 1996, 2013[2005]; Harvey 2006; Hornborg 2006; Ingold 2000:89-110, 2006; 
Pedersen 2001 ; Viveiros de Castro 1998, 2004; Willerslev 2007). This process bas 
also depended on a re-reading of some infonnative ethnographie accounts ( e.g. 
Hallowell 1976[1960]). The discussion bas moved beyond narrow religious 
constraints to encompass the relational dimension of humans engaging with the 
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world. Animism is now more aptly defined as a "set of beliefs, whereby nonhuman 
animais (and even nonanimals such as inanimate abjects and spirits) are endowed 
with intellectual, emotional, and spiritual qualities paralleling those of human 
persans" (Willerslev 2007:2). Researchers such as Tim Ingold (2000, 2006), Nurit 
Bird-David (1999, 2006), Grahan1 Harvey (2006) and Rane Willerslev (2004, 2007), 
have emphasised the importance of engaging in social relations for humans and other 
entities. These relations are of importance for the continuous process of being and 
becoming of people, non-human entities and of the world itself. The world is 
continuously changing and !ife, as a Wemindji Cree man put it, is "continuous birth" 
(Scott 1989:195 quoted in Ingold 2006 :11) where beings "issue forth through a 
world-in-formation, along the !ines oftheir relationships" (Ingold 2006:9). The world 
becomes known through relating and engaging with its components, which embedded 
in a field of reciprocal relations, constitute each other. 
In animic ontology, li fe is not a property of bounded things or of wh at the naturalism 
ontology,66 prevalent in the Western world, designates as animate. Rather life 
manifests itself in relations. A !ife-force (mana , manitou) pem1eates the universe and 
flows through it, inhabiting its elements and the ex change of this li fe- force structures 
relations between human and non-human members (Ingold 2000:112-113; Zedefio 
2008a: 263). In animism, "[p ]ersons are th ose with whom other persans interact with 
varying degrees ofreciprocity" (Harvey 2006:xvii). Animacy and personhood emerge 
in the relational flux and are the result of situated perception and engagement 
(Pedersen 2001 :415 ; Willerslev 2007 : 13, 21 ). Outside of these social interactions, 
abjects and animais are not necessarily viewed as persans, however the potential for 
such an "interior spiritual quality" is present in certain animais and abjects (Ingold 
2000:91 ; Pedersen 2001:414; Willerslev 2007 :8, 21). Nevertheless, there are also 
66 Naturalism is one of the four ontologies (the others being animisrn, totemism and analogism) 
discussed by the anthropologist Philippe De scola ( e.g. 20 13[2005]). lt rests on the belief of the di vide 
between objective Nature and subjective Culture. 
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places, abjects and animais which remain asocial and never enter the field of social 
relations (Pedersen 200 1:416)_ Plants, animais, meteoroiogical phenomena and 
abjects can be animate and be treated as persans_ They can also lose their state of 
personl10od and animacy if proper relations are not m<Dntained_ 
Personhood of buman and non-human beings implies that there is "a spiritual unity 
and a corporeal diversity," wbat Viveiros de Castro (1998:470, 2004) bas termed 
perspectivism_ Perspectivism implies: 
that the manifest form of each species is a mere envelope (a "clotbing") 
which conceais an internai human form, usually only visible to the eyes 
of the particular species or to certain trans-specifie beings such as 
sharnans_ This internai form is the "soul" or "spirit" of the animal: an 
intentionality or subjectivity formally identical to human consciousness, 
materializable, let us say, in a human bodiiy schema concealed behind an 
animal mask (Viveiros de Castro 1998:470-471). 
Perspectivism is the apprehension of reality through different points of view: 
Typically, in normal conditions, humans see bumans as humans, animais 
as animais and spirits (if they see them) as spirits; bowever animais 
(predators) and spirits see humans as animais (as prey) to the same extent 
that animais (as prey) see humans as spirits or as animais (predators)_ By 
the sarne token, animais and spirits see themseives as humans: they 
perceive themseives as (or become) anthropomorphic beings wh en they 
are in their own bouses or villages and they experience tbeir own habits 
and characteristics in the form of culture - they see their food as human 
food Uaguars see blood as manioc beer, vuitures see the maggots in 
rotting meat as grilled fisb , etc.), they see their bodily attributes (fur, 
feathers, claws, beaks etc.) as body decorations or cultural instruments, 
they see their social system as organized in the sarne way as human 
institutions are (with chiefs, shamans, ceremonies, exogarnous moieties, 
etc} This "to see as" refers literally to percepts and not analogically to 
concepts, although in sorne cases the emphasis is placed more on the 
categorical rather than on the sensory aspect of the phenornenon (Viveiros 
de Castro 1998:470). 
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Hurnans, animais and other persans all share the sarne interiority. The question that 
emerges is what is to be human for anirnic peoples. Viveiros de Castro (1998:476) 
argues that humanity is not a category of natural species but indicates "the social 
condition of personhood" characterised by the capacity for intentionality and agency. 
These capabilities are materialised in the soul or a spirit The differences between 
these persans stern from their bodies which predispose them to act in certain ways, 
engage with the affordances encountered in their lives and ultimately have their 
specifie points of view (Viveiros de Castro 1998:4 78). 
An important consequence of perspectivism is the perception of abjects and places . 
The various experiences of reality cast abjects and places in situations where social 
agency can emerge in unexpected ways. Again by taking an Amazonian example, 
Viveiros de Castro (2004:471) explains "what is blood to us is manioc beer to 
jaguars, a muddy waterhole is seen by tapirs as a great ceremonial bouse .. . What is 
nature tous may well be culture to another species." 
The interest in animic ontology is encompassed within the larger "ontological turn" in 
social sciences and humanities (e.g. Alberti and Bray 2009:337; Henare et al. 2007; 
Moxey 2008; Pedersen and Holbraad 2014), where ontologies, materiality, agency 
and the subject and abject dualisrn are being questioned and redefined (e.g. Descola 
2013[2005] ; Fowler 2004; Knappett and Malafouris 2008; Latour 2005). Within 
anthropology and archaeology, a number of scholars have explored implications of 
anirnism for theory and methodology (e.g. Alberti and Bray eds. 2009). Otbers have 
explored animisrn' s manifestation in landscapes where places are considered as 
sacred and where interactions with other-than-human persans talee place (e.g. Bray 
2009; Brown and Ernery 2008; Jordan 2003; Sillar 2009). Sorne scholars have 
------------------------------------------------------------------------- ------------------------
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examined material culture concentrating particularly on the animacy of objects that 
emerges from tbeir use, tbeir association with other animate entities, other objects and 
places, and the ir material properties ( e.g. Harvey 2006:109-113; Losey 201 0; Mills 
and Ferguson 2008; Sillar 2009; Zede:fio 2008a, 2008b, 2009). 
Scholars working within the animic framework have been elaborating on the material 
traces and the conceptual implications of animism for material culture and 
landscapes. Zedefio (2009), who bas worked witb both Algonquian and Numic-
speaking peoples, bas created an assemblage-based relational taxonomy of animate 
objects. She observed that 
the objects selected as relational indicators or as indicators of animacy 
occupy central positions in the tribes ' relational ontologies because they 
can transform the properties and interactive capabilities of any other 
object in tbeir proximity, they can change the cbaracter of ordinary places 
and they can enhance buman power (Zedefi.o 2009:411). 
She further notes that these objects channel and encapsulate a !ife-force and their 
animacy, whicb was intrinsic or acquired throughout an object' s life time, stemmed 
from, among others, persona! experiences, oral histories, ancestral practices and 
songs (Zedefio 2009:411-413). Zede:fio (2008a: 267, 2009:412) describes the criteria 
that are taken into consideration for the animacy of an object. The state of animacy is 
identified by the object' s "raw material, colour, workmansbip and condition, as well 
as shape in human and animal likeness." Animate objects can be categorised into 
those that are intrinsically animate (e.g. copper); those that "embody the soul of living 
beings" (e.g. effigies or body parts); and those tbat "enhance communication" (e.g. 
pipes). An object's animacy is further enbanced and generated by association with 
other animate objects, whicb can awake a latent animacy; powerful landscape 
features; and through ritual use. Landscape features tbat reveal an animic ontology 
include topographie elements such as rivers and mountains, minerais, caves and rock 
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outcrops and stones, the latter sometimes being anthropomorphic. These features are 
associated with other-than-human persons and ancestors or they are these beings (e.g. 
Arsenault and Zawadzka 2014; Brown and Emery 2008; Lahelma 2008; Saunders 
2004) . 
Material properties of objects and Jandscapes are elues to an animic mode of being, 
however the activities surrounding these non-human elements divulge further the 
relational engagement that humans cultivated with objects and places. These 
engagements take often the fonn of ephemeral rituals and acts ( e.g. singing songs, 
recounting of stories ), as weil as more tangible forms when these elements are offered 
or have offerings presented to them, or when they are deposited in particular contexts 
or physically altered or avoided (e.g. Groleau 2009; Jordan 2008; Lahelma 2006). If 
animacy is not ascribed onto inert things, but is revealed in a relational field of 
engagement, then landscape components and material culture, and thus art, can also 
posses it and express it. As animate constituents in the world, they can act, influence, 
enable and constrain, and thus be endowed with agency. 
3.3 Agency 
Agency can be defined as "the capacity, condition, or state of acting or of exerting 
power" or "a person or thing through which power is exerted or an end is achieved."67 
In archaeology, agency was of little concern for the New Archaeology theoretical 
school (1960s-1970s) and those who tackled the issue were primarily concerned with 
how individuals strove to achieve political power and prestige. Agency emerged as an 
important theoretical stance in the 1980s as part of the critique of Processual 
67 http://www.merriam-webster.com/dictionary/agency 
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arcbaeology and of its empbasis on ecological determinism, functionahsm and the 
passiveness of hum an actors and of material culture. 68 The critiques were levied by 
post-processualists interested in Marxism, symbolism, structuralism and gender 
(Dobres and Robb 2000:6-7; Robb 2005). The works of Giddens and Bourdieu, 
whicb took up Marx' concept of "praxis," were especially influential. According to 
Marx, "human action in the world both bas external physical consequences and 
sbapes the ac tor" (Robb 2005 :2). Within his theory of structuration, Giddens (1979) 
argued that structure offers possibilities and conditions for the actors to act wbile 
simultaneously constraining them. Structure is in an ever-becoming process of 
creation, as actors and forces over which they have no control , maintain it. Within his 
practice theory, Bourdieu (1977) developed the concept of "habitus" tbat is the 
unconscious and internahzed well-established attitudes and values. The "habitus" is a 
framework for action tbat provides possibilities and guidelines for agents. Both 
Giddens and Bourdieu emphasised that power is present in ail social relations and 
that dominance and resistance are mutually generative (Dobres and Robb 2000:5-6; 
Hodder and Hutson 2003[1986] :90-91 , 94; Robb 2005). 
Agency bas become a popular approach in archaeology. Various themes are being 
explored in relation to it such as gender and embodiment, power (as a culturally 
defined concept) and material culture (Dobres and Robb 2000:7-8; Robb 2005:4). Y et 
tbere is no consensus within the archaeological community on its meaning and 
apphcability (Dobres and Robb eds. 2000; Hodder and Hutson 2003[1986]:99; Robb 
2005 :3). Hodder and Hutson (2003[1986]:99-102) have discussed tbree categories of 
thinking about agency. In the fust one, agency acts through humans where language 
and symbols create the possibility for agency. In the second category, the impact that 
actions have on others and the material world is analysed. Both the action and the 
68 For a bistorical review of approaches to agency and material culture see Jones and Boivin 
(2010). 
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consequences can be intentional or unintentlonal. The third category implies that 
objects can have agency and this agency may reside within them, as well as objects 
can be mediums for the agency of those who have created them. The implications for 
the agency of rock art can be situated within the larger explorations of agency and 
material culture. 
Material abjects are intricately woven into hurnan social relationships and social 
reproduction. Material culture helps define humans as it carries a plurality of 
meanings. It is imbricated in human actions of contestation and cooperation, 
dominance and resistance. It fosters , replicates and hjnders agency (Dobres and Robb 
2000: 12; Robb 2005:4). The 1990s saw an "agentive tum" within anthropology, 
where artifacts began to be explored for their capacity to act rather than being 
metaphors or symbols for human action and mearungs. These new approaches 
challenged the dichotomy between subject (person, arumate entity) and object 
(bounded, inanimate thing) (Chua and Salmond 2012:103-104; Hoskins 2006:74). 
The two major approaches to material culture and agency were developed by the 
anthropologist Alfred Gell ( 1998) and by various researchers, su ch as Bruno Latour 
(2005) in the Actor-Network Theory (ANT). These approaches have also influenced 
or have been applied to rock art (e.g. Fahlander 2013; Ling and Cornell 2010; 
Wienhold 2014), bence they will be explored here in order to assess their utility for 
tllis study.69 
Alfred Gell developed his ideas surrounding agency and art in his 1992 article on the 
Technology of Enchanlment and his posthumously published book the Agency of Art 
69 Besides these approaches that explore the relational nature of art and material culture, tbere is 
a Iso an approacb known as relational art or relational aestbetics. Tbeorised in the 1990s by the art critic 
Nicolas Bmmiaud ( 1998), this trend in contemporary art explores and assesses art according to its 
ability to generate and feature human relations. Though it caters to contemporary art and will not be 
tackled in this thesis, it helps to highlight the relationa lity and agency of art 
111 
(1998); however, his ideas can be easily applied to material culture at large. In order 
to resuscitate the interest in art within anthropology, Gell ( 1992) advocated for an 
approach that eschewed conventional art historical means of analysing art such as 
aesthetics which, he claimed, prohibited the rigorous and objective study of an art 
object, or even iconography, which treated art as a "text. "70 Instead he proposed to 
examine art as a component of a technical system. As results of a skilled technical 
practice, art objects can have an impact on people- fascinate them, entrap them. As 
he put it (1992:44), 
70 Gell's ideas on conventional art historical methods and theories warrant an explanation. 
Gell ' s disdain for an aesthetic approach stenuned from the Western aestheticisation of non-western art. 
This assimilation removed the art from its original context of production and it upheld an "Art Cult" 
that is an obstacle to the rigorous and objective exploration of art as social process (Gell 1992:40-42; 
see also GeU 1998:2-5). For Gell (1992:43) iconographie approacbes concentrate on symbolic meaning 
at the expense of the object and of its characteristics (Gell 1992:43). Gell (1998 :6, 14) refuses to 
equate art witb language, as only language can truly convey meaning and convey mea~ling onto art. Art 
cannot communicate like language. Furtbermore, not all artworks have semantic properties (GeU 
1998:66). For Gel!, art is process tbat emerges within and generates action and agency while an 
iconograph.ic approach to art, wbere images are treated as encoded texts and expressions of ideas, 
concentrates on the visual content. 
Tanner and Osborne (2007) have remarked that Gell was reacting to contemporary anthropological 
trends . His attack on aestbetics is a reaction to the scholarly work of anthropologists Howard Murphy, 
Anthrony Shelton and Jeremy Coote. Coote is accused of abstracting aesthetics and ignoring the social 
context that generates them (Tanner and Osborne 2007:6). Howard is criticised for bis criteria of an 
"art object" that include semantic and/ or aesthetic properties. Gell provides an example of an Asrnat 
warrior shield that acts by eliciting fear, not an aesthetic response or interpretation of symbolic 
meaning (Gell 1998:5-6). Gell ' s critique of lingu.ist.ic analogies is a reaction to structuralist 
a11thropology of the 1970s that employed lingu.istic mode1s in the analysis of art. Tanner and Osborne 
(2007:5, 9) observe that this echoes the sem.iotic turn in art bistory (e .g. Bal and Bryson 1991) where 
in1ages are analysed for their capacity for conveying polysemous time and context-dependent 
meanings instead of being "secondary illustrat.ion[s] of sorne primary text. " Gell ' s interpretation of 
Panofskian (1955, 1972[ 1939]) iconography and iconology does not take into consideration that his 
approach was developed especially for Renaissance art for wllicb many texts exist. While iconography 
concentra tes on the identification of images (personifications or symbols), stories and allegories based 
on textual references, iconology seeks to understand the historical environment of an artwork, its 
intrinsic mea1ting. It achieves this througb an a11alysis of composition, technique and iconography and 
goes beyond treating art as text. Iconology was further theorised by W. J. T. Mitchell (1986, 1996) 
who exantined not only what pictures mean but also what they do and how they affect humans. 
Mitchell argued tbat images are not the handmaidens of language and they participate actively in 
creating social reality. "Vision is as important as language in mediating social relations, and it is not 
reducible to language, to the ' sign,' orto discourse. Pictures want equal rights with language, not to be 
tumed into language" (Mitchell 1996:82). Renee, this approach moves beyond treating images as 
"text." 
The power of art abjects stems from the technical processes they 
objectively embody: the lechno!ogy of enchanlment is founded on the 
enchantment of techno!ogy. The enchantment of technology is the power 
that technical processes have of casting a spell over us so tbat we see the 
real world in an enchanted form. 
For Gell (1992:52) art abjects are essential in the field of relations. 
The work of art is inherently social in a way in wbich the merely beautiful 
or mysterious abject is not: it is a pbysical entity which mediates between 
two beings, and therefore creates a social relation between them, which in 
turn provides a channel for further social relations and influences. 
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The idea that art abjects, analysed through other prisms than aesthetics or semantics, 
can be socially useful and participate in social relations was further developed in his 
1998 work where Gell developed his cross-cultural theory from an ahistorical 
perspective. For Gell (1998:6) agency is the capacity for "intention, causation, result, 
and transformation" and "art is a system of action, intended to change the world 
rather than encode symbolic propositions aboutit." Art is about actions and strategies 
and not communication. Art abjects participate in the art nexus through their creation 
and distribution where they are strategically deployed in the web of social relations as 
the extension of human agency. The art nexus is composed of the artist, index 
(artwork), prototype and recipient. These elements can ali be cast in the role of an 
agent who causes events to happen or of a patient or viewer who is affected by the 
agent's actions.71 The art abject can be an agent in all the relational fields of the 
71 Gell (1998:27) described the components of the art nexus as follows: 
"1. Indexes [artworks] which motivate abductive inferences, cognitive interpretations, 
etc.; 
2. Artists: (or other 'originators') to whom are ascribed, by abduction, causal 
responsibility for the existence and characteristics of the index; 
3. Recipient: those in relation to whom, by abduction, indexes are considered t-o exert 
agency, or who exert agency via the index; [and] 
4. Prototypes: entities held, by abduction, to be represented in the index, often by virtue 
of visu al resemblance, but not necessarily." 
113 
nexus as it becomes an extension of the artist, the prototype or the recipient. It is 
within the art nexus that art objects mediate social agency througb the process of 
abduction or inference. The agency of a work of art can affect the patient mentally or 
physically, in the first instance, for example, by arousing emotions of fear or wonder 
and in the latter by, for example, curing a person from a disease (Gell 1998:66). 
Arnong his many exarnples, Gell analysed Melanesian canoe prows, wbich enchant 
and dazzle people through their optical illusions. Perceived as a manifestation of 
magic, they entice the participants in the Kula exchange system to offer their most 
prized possessions. In Western art, it is the manifestation of the artistic genius that 
captivates the audience. The technical virtuosity of art is the key to its efficacy and 
neither aesthetic nor sem an tic aspects are part of this strategy of action. Faced with an 
art object, the spectator infers who or what is at the origin of its creation: a human or 
a supematural entity or muses on the intentions of the artist. Art captivates. 
Captivation or fascination - the demoralization produced by the spectacle 
of unirnaginable virtuosity - ensues from the spectator becoming trapped 
within the index because the index embodies agency which is essentially 
indecipherable (Gell 1998:71). 
Gell further proclaims that the agency-mediative role of non-figurative motifs rests in 
tbeir ability to mesmerise the viewer by their visual intricacy like a puzzle that is bard 
to decipber. Representational art on the other band can give power over wbat is 
represented. Art objects "are difficult to make, difficult to ' think', difficult to transact. 
They fascinate, compel, and entrap as well as delight the spectator" (Gell 1998:23). 
Yet Gell did not ascribe agency to objects but rather saw them as "indexes" and 
114 
"secondary" agents . It was through a "distributed personhood"72 tbat objects became 
the extensions of human agency (Gelll998:13, 20-21). 
Gell ' s influential ideas have been applied in anthropology, archaeology and art 
history. They spawned a number of critiques and re-evaluations, including three 
edited volumes (Cbua and Elliot 2013 ; Osborne and Tanner 2007; Pinney and 
Thomas 2001 ). While many were favourable to his ideas of art as action ( e.g. Hoskins 
2006; Lipset 2005; Rampley 2005 ; van Eck 2010), anthropologists studying art were 
reticent to sing bis glory. Critiques included the negation of the importance of 
aesthetics and semantics for the appreciation of the agency of art and the impact they 
have on humans; the collapse of aesthetics and beauty; and discussion of style despite 
his escbewal of art historical concepts. Gell was also accused of unfounded 
generalisations such as tbat artistic skill is a necessary condition for a work' s status as 
art; an emphasis on decorative art and assertion that non-figurative art is non-
representational, whicb is not accurate witbin Indigenous societies; and contradictions 
and dubious ethnographie assumptions. Finally, Gell was denounced for bis failure to 
answer how animacy is imputed to objects; his tbeory ' s inability to address some 
objects which usually fall into the domain of anthropology of art; his restrictive 
empbasis on agency at the expense of otber anthropologically relevant topics of 
study,73 tbus not producing a real antbropological tbeory of art; bis ahistorical 
72 The concept of "d.istributed personhood" implies that a person is djspersed beyond the 
boundary of its body through relations. Ge il (1998: 13 7 -140) illustra tes this notion when be discusses 
Polynesian genea logical idols and states: 
Any individual person is "multiple" in the sense of being the precipitate of a multitude 
of genealogical relationships, each of whicb is instantiated in his!her person; and 
conversely, an aggregate of persons, such as a lineage or tribe, is "one person" in 
consequence of being one genealogy: the original ancestor is now instantiated, not as 
one body but as the many bodies into which one body has transformed itself' (Gell 
1998: 140). 
73 Bowden (2004:320) observes that a too na.rrow focus on agency robs the djscipline of other 
pursuits such as why the concept of "Art" emerged in Western cultures, however it is absent among 
Indigenous groups of the Americas, Oceania and Sub-Saharan Africa . 
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concept of person; and finally his failure to defme what he means by art (Bowden 
2004; Derlon 2007 ; Derlon and Jeudy-Ballini 201 0; Layton 2003; Lipset 2005; 
Morphy 2009). 74 
Sorne of these critiques are also relevant to the study of Canadian Shield rock art and 
rend er Ge li ' s theories problematic. GeU claims th at art captivates through its 
technical virtuosity, its visual cornplexity. He argues that this vütuosity compels one 
to question the origins of an art work that become shrouded in a supernatural 
occurrence. As bas been discussed in the Introduction, rock art lived through the 
framework of user/caretaker instead of rnaker/meaning does not require an 
elaboration of an origin story. Gell 's (1992:46) assertion "It is the way an art object is 
construed as having come into the world which is the source of the power such 
objects have over us - their becorning rather than their being" leaves no places for the 
continuous use and appropriation inherent in the user/ caretaker framework For Gel! 
(1998 :68), technical prowess defmes an art object and "crude and uninteresting 
artifacts" fail to be "works of art." Gell 's aesthetic response to art and his equation of 
technical virtuosity with skillful painting or carving is Eurocentric. Furthermore, he 
equates technical mastery in the West with the artistic genius and in non-western 
cultures with magic, bence creating dualities between the rational and irrational, the 
modern and the primitive. Technical rnastery is not restricted to the execution of the 
object or image. It includes the proper preparation of rnaterials. In the case of rock 
art, this would be the creation of proper pigment lt can include the successful 
negotiation of the environment - climbing a steep cliff or navigating a stormy lake. 
74 Gell is not the only one to consider the reactions tbat people have to art. David Freedberg in 
his The Power of Images (1989) examines the types of reactions that people bave to images tbat fall 
into the categories of art and popular imagery, especially of religious and erotic nature. Hans Belting 
(1994) examines the beliefs about, the uses of and reactions to boly images from late Antiquity to the 
period of the Renaissance and Reformation in Europe. Sirnilarly, W. J. T. Mitchell (2005) explores 
pictures as animated beings in his work What Do Pictures Want?. Indeed, the idea that art creates 
enchantment goes back to Antiquity (Der lon and Jeudy-Ballini 20 10: 172-173). 
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Furthermore, Gell's argument of technical virtuosity fails to address the properties 
and materiality ofmaterials, as these, as it will be argued in Chapter V, are important 
for the agency and the relationality of Indigenous arts and rock art. Gell ' s assertion 
that decorative or non-figurative art is non-representational (an easy way to side-step 
the issue of identification and meaning in non-figurative imagery) is also problematic 
because as, for example, Rajnovich (1994) demonstrates, non-figurative rock art cao 
represent and have meanings (see further discussion on decorative art in Chapter V). 
GeU has been also criticised for his use of dense language and the "scientific-looking 
fommlae" he devised to illustrates the art nexus (e.g. Bowden 2004:311). His art 
nexus mode! allows its constituents to shift positions depending on the relational 
contexts of creation and subsequent deployment and thus, its constituents can express 
or can be affected by agency. This model works best when these contexts are known; 
otherwise, we are faced with a nmltitude of dubious permutations, that proliferate 
further as art is re-appropriated and altered (e.g. re-painting). Unfortunately, this is 
the case for the majority of Canadian Shield rock art sites (including those of the 
Temagami region), hence the mode! becomes futile. 
Despite their problems, Gell's ideas are relevant to this thesis and they should not be 
thrown out as the proverbial baby with bathwater. Art operates in the network of 
social relations and it mediates agency, albeit not only through its technological 
virtuosity, intricate maze-like designs or resemblance to the prototype (as Gell 
argued), but also through its semantic and aesthetic properties as his detractors have 
argued. As will be argued in this thesis, the fascination that rock art exercises stems 
as weil from its place in the landscape, its images and the materials used for its 
production. As the meaning or the aesthetic criteria used to apprehend art objects are 
not always known (especially in cases of archaeological remains), an approach that 
valorises action and relations can open new vistas for interpretation. 
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Another influential approach for the study of material culture and its agency is known 
as the Actor-Network Theory (ANT). Developed, among others, by the sociologists 
Bruno Latour (e.g. 1993, 1999, 2005) and John Law (e.g. 1999), the premise of ANT 
stipu1ates that both h1m1an and non-human elements (objects, concepts) participate in 
material-sem.iotic dynamic networks of relations, where meaning develops through 
relationships. 75 Agencies in these networks are distributed evenly among the human 
and non-human elements that create each other and the action. The primacy is on the 
relations, which create the network and its agents. Objects are "full-blow actors" 
(Latour 2005:74) because: 
If action is lirnited a priori to what ' intentional' , 'rneaningful' hurnans do, 
it is hard to see how a hamrner, a basket, a door closer, a cat, a rug, a 
rnug, a list, or a tag could act. They rnight exist in the domain of 
'material' ' causal' relations, but not in the ' reflexive' 'syrnbolic' domain 
of social relations. By contrast, if we stick to our decision to start from the 
controversies about actors and agencies, then any thing that does modify a 
state of affairs by rnaking a difference is an actor-or, if it has no 
figuration yet, an actant. Thus, the questions to ask about any agent are 
simply the following: Does it make a difference in the course of sorne 
other agent's action or not? Is there sorne trial that allows someone to 
detect this difference? (Latour 2005:71 ). 
The division between object and subject is collapsed as both form "hybrids" where 
nature and culture meet. ANT seeks to breach the divide between nature and culture, 
bence it rnirrors the tenets of anirnic ontology. ANT bas been instrumental in truly 
giving agency to objects and shifting importance from anthropocentric agency to one 
that is distributed in the relations as social ties are extended to objects. Though ANT 
bas been critiqued, for example, as promulgating the "death of Man" (Latour 1999), it 
bas garnered its followers within archaeology and anthropology ( e.g. Jones and 
75 Law (1999:4) thus explains the material-semiotic principle: "[tbe] actor-network theory may 
be w1derstood as a sem folies of materiality. It takes tlle semiotic insight, tbat of the relationality of 
entities, the notion tbat tbey are produced in relations, and applies this rutblessly to al\ materials." 
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Boivin 2010; Knappett and Malafouris 2008; Olsen 2003). As Jones and Boivin 
(201 0) argue, material agency is not an absurd proposition once the dichotomy 
between "subject" and "object" is eschewed.76 But does Gell's agency of art and 
ANT achieve this satisfactorily? Gell ' s attribution of secondary animacy to objects 
has been identified as restrictive for the nuanced functions that material culture serves 
in societies and as duplicating the inherently western ontological divisions (e.g. Jones 
and Boivin 201 0; Mills and Ferguson 2008). ANT, on the other band, described as a 
"flat ontology" (Hannan 2009:207 quoted in Alberti and Bray 2009:340), does not 
differentiate among its various non-human elements which include "everything from 
grains of sand and dead leaf matter to aphids and butterflies - and even humans! " 
(Ingold 2011 :94). Ingold's humorous account of a philosophically inclined ANT 
(whose non-ants included "even humans") and SPIDER 77 rightfully draws attention 
to this problematic lack of distinction of the various agents. Agency demands an 
attentive perception to the world and non-human elements are not all endowed with 
it, therefore they can only create the "condition of possibility," but they cannot 
exercise agency (Ingold 2011:85, 89-94). 
Animism, as a relational ontology, allows for the breaking down of the rigid 
boundaries between object and subject and it allows non-human elements in the 
world to be agents . Because of its potentiality for animacy and personhood, relations 
to objects can be experienced as if they were relations to animate beings and persons. 
The animate objects possess agency and can influence the behaviour or the fate of 
76 Analysing material culture as a symbolic medium for social practice endowed witb 
representational and mearùngful properties (as post-structural arcbaeologists influenced by the 
"linguistic tum" tended to) can lead to a dematerialisation, the neglect of its physical properties, 
properties which have a bearing on the impact of these objects on society. Tlùs neglect, which bas 
recently been voiced by tbose who engage in material culture studies, leads to an image of material 
culture as a vestige or backdrop of actions and beliefs and not as a proper agent in itself (Jones and 
Boivin 2010:336-337). 
77 ANT stands for Actor-Network-Tbeory, while SPIDER for ski/led practice involves 
developmentally embodied respons;veness. 
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those who come into contact with them.78 Brown and Walker (2008) have made a 
distinction between object agency and animacy. Object agency is the capacity of 
material culture to bave causal consequences on human lives, whetber these objects 
are animate or not. Animacy of objects stipulates an implied, autonomous agency 
wbich stems from the sentient qualities of the object. This distinction brings in 
agentive nuances absent from Gell's theory, where objects are only secondary agents 
and agency emanates from humans, and from ANT, where all agents are treated 
equally, objects' material properties tend to be ignored and the objects are not 
78 Descola (2006, 2009) bas been exploring, through an approach he calls "authropology of 
figuration," how the four ontologies: totemism, naturalism, analogism and animism are manifested in 
figurative imagery. Figuration for Descola is a "universal operation through which any given material 
object is invested in a conspicuous way with a socially-defined agency following an action of shaping, 
arranging, situa ting or omamenting. This action ai ms to give an object the potential of iconic evocation 
of a real or imaginary prototype that the o~ject denotes indexically in that there is something of the 
intentionality of the prototype or of those that bave created the image that is active within the said 
image. The denotation bas to be a direct resemblance of mimetic type, the idea being that it is in the 
iconic relation to the prototype that resides the effect of a geney" (De scola 2009:26; my translation). In 
analysing animic depictions, Descola emphasizes a perspectivist definition, where animism entails the 
ascription of a human interiority to non-hwnan entities in the environment, while these entities are 
endowed with their distinct physical appearance. Descola argues that figurative images steeped in 
animic ontology will reveal the common nature of anima te beings, despite them being endowed with 
different appearances. Therefore, animic images will consist of images where anthropomorphic traits 
are combined with animal or plant-specifie attributes in order to highlight the social and cultural 
dimension of other-than-buman persons. For example, one will encounter theriomorphic depictions, 
where the animal will have human facial features or act as a human. The depictions can also altemate 
between human and animal appearances, thus expressing the fundamental principle of metamorphosis, 
as seen in Yup ' ik (Alaska) masks. For Descola, in anim.ic images, the indifference towards 
resemblance indicates that these images are not meant to be copies of the real, but replicas of the 
prototype (usually of a spirit). Tbese replicas are endowed with an agency as powerful as the 
prototype. It is because the image is not really mim.etic that its agency predominates over its human 
creator who often remains anonymous, th us strengthening the agency of the prototype. Descola adapts 
Gel! 's ideas on agency and art, thus the idea of a secondary agency imputed to images. The examples 
he uses to illustrate his daims are restrictive and cherry-picked and they do not reflect the full extent of 
figurative imagery of the animic uni verse. Finally, his lack of examination of non-figurative imagery 
points to the difficulties of working with imagery where a prototype and its associated agency cannot 
be identified. This demonstrates the lin1its of Gell 's equation of artworks with secondary agents (wbat 
can we say about agency if a prototype is absent?) and his cboice to equate non-representational 
imagery with non-figurative imagery. Discussing the agency of art beyond the image, by addressing 
materia ls or the use of an object, works towards alleviating titis sbortcoming. 
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perceived as anirnate m their own rigbt. 79 This distinction also allows for the 
existence of various agents, buman and non-buman, animate and inanimate. It also 
permits for the conceptualisation of various relational fields , which emerge in the act 
of dwelling. 
3.4 Cbapter Summary 
This chapter presented the theoretical underpinnings of this tbesis : culturallandscape, 
animism and agency of art which are ail concepts that need to be examined in order to 
understand rock art witbin Algonquian culture. A cultural landscape is the medium 
where human and non-human beings engage in social relations. Landscapes are 
relational, experiential, temporal, the living embodiments of individual and of 
collective memories, generators and nurturers of individual and collective identities 
and mediums for power relations . Landscapes experienced through relational 
ontology are filled with non-human elements tbat bave the potential to be animate and 
considered as persans. Places and material culture can be animate agents engaged in 
social relations. Hence, rock art can have agency. Two theories that exan1ine agency 
and material culture were discussed - Gell 's agency of art and ANT. Though they 
both help to position art as an agent, neither of these approaches encapsulates the 
agency of art in animic cultures wbere art can be a primary agent and where abjects 
can be animate in their own right. As Zedeiio has explained, certain abjects are animate 
and have agency because of their physical characterisrics (material, colour), their 
resemblance to animais or bumans, their execution, the associations they evoke and their 
use. As will be explored in Chapter V, agency of art stems from what is depicted, 
from the materials used to make art and from the relational engagement in which art 
79 As lngold (2012:436) explains: "Latour' s nonbumans, bowever, are resolutely inarrimate. 
What draws them togetber are not trails of movement or growth, or of perception and response, but 
mu tuai, interactive effects in a network of effects tbat comprises the overall field of action." 
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participates. The agency tbat art possesses allows it to participate in rnaintaining and 
honouring relations and for Algonquian-speaking peoples, proper relations upheld 
between humans and non-humans are sacred and they assure balance within the 
universe. However, before a detailed exploration of Algonquian animisrn, art and 
landscapes is undertaken in Part III, the next chapter will outline the criteria tbat rock 
art sites bave to rneet in order to fulfill the functions under investigation. It will then 
discuss the fieldwork and the documentation process, as well as the data organisation 
and analysis. The data on images and the physical cbaracteristic of places wi ll be used 
to build a case for an anirnic and agentful rock art. 
CHAPTERIV 
ROCK ART IN THE LANDSCAPE: METHODOLOGY AND INITIAL 
ANALYSIS 
This chapter discusses the formai methods employed in this study. Formai methods 
are those that do not depend on informed knowledge. Information is obtained from 
observation in the field - from the images, the rock art site, the relation of rock art 
sites to the wider landscape context. This chapter defines the characteristics of and 
outlines the approach taken to analyse sacred sites; sites implicated in navigation and 
sites involved in territorial marking, negotiation of social boundaries and prevention 
of Haudenosaunee/ Iroquois attacks. The functions that the sites fulfilled can be 
deduced from the image content, number and diversity at the site; the characteristics 
of the rock outcrop and of the place itself; as weil as the placement of rock art in 
relation to other culturally significant sites ( e.g. sacred and habitation sites), paths and 
boundaries (territorial and hunting grounds). The data gathering process and the 
subsequent data organisation and distributional analysis are discussed. The chapter 
ends with initial observations on the images, landscape attributes and the relation 
between rock art sites and archaeological sites. 
This study examines 54 pictograph sites and one petroglyph site from the Temagami 
area. Forty-nine pictograph sites and one petroglyph site are located in n 'Daki 
Menan, while five sites are immediately outside of n 'Daki Menan in the territories of 
W ahnapitae (Matagamasi Lake 1 and 2, Stouffer Lake and Chiniguchi Lake) and 
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Mattagami (Ferris Lake) bands (Figure A. 23) (Appendix B, Table B.I)80 Beside the 
sites which are included in this study, there are six destroyed sites (Table B.2) and 
five unconfirmed sites (Table B.3). No doubt, there are other sites in the area that 
await re-discovery (Table B.4), as well as sites that have been destroyed and their 
existence forgotten. 
Information regarding pictograph sites present in the Temagami area was collected 
from archaeological site reports housed at the Ontario Ministry of Tourism, Culture 
and Sport (Toronto), as well as a handful of articles. This material was created by the 
Conways (e.g. J. Conway 1979; T. Conway 1976a; Conway and Conway 1989), 
Dalla Bona (2001) and Gordon (1995a). Site records housed at the Ministry, which 
contain basic information such as the Borden number, the location and sometimes a 
brief description of the pictographs, were also consulted. A major source of 
information about the location of sites was Lemaitre's (2004, published in 2013) 
doctoral thesis. The Friends of Temagami map (2012) was also consulted as it 
indicates roughly the location of many sites. Despite the array of reliable sources that 
were available, the inventory of rock art sites in the Temagami area was incomplete 
and at times the information was faulty as fieldwork revealed (see Table B.1 for 
previous research) . Bill Buchan and Brian Back, bath avid wildemess canoeists, have 
also informed me of sites in the area which they have located and provided me with 
their photographs and locations (see Table B.1 . for sites located by Back and 
Buchan). 
A number of issues with the data have to be enwnerated. The inventory of sites is 
incomplete. Sorne sites have been destroyed, while others were never re-located. The 
pictorial content that survives today is also incomplete. Rock spalling, lichen 
80 There are four otber sites immediately outside of n 'Daf..:i M en an (CkHh-1 , CkHh-2, CkHh-3 
and CkHh-4). They are excluded from this studybecause of the Jack ofspecific information about their 
location on travel routes and their relation to other archaeological sites. 
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encroachment and obscuring through calcite deposits and re-painting, as we11 as 
fading limits the record of images. Another caveat to be considered in studying the 
rock art of the Temagami area (and of most rock art in the Canadian Shield) is the 
absence of dates . Ethnographie inquiries bave linked sites witb Haudenosaunee 
attacks, as well as with the account of a single nineteenth century medicine man, 
however it has never been specified which sites or images exactly date to this period 
(Conway 1984b: 16; Conway and Conway 1989:56). It should also be kept in mind 
that sites can be the result of multiple episodes of painting. What is observed today 
might bave been generated over days, decades or even centuries, as the evidence of 
painting over images suggests at sorne sites. Indeed, the possibility of production over 
tirne higblights the futility of the maker/ meaning perspective as there is no one 
original meaning and no one creator. The blatant re-use of sites highligbts the active 
and continuons engagement between people and places, bence the cultivation of a 
variety of relationships, as well as the possibility of various functions . This 
positioning witbin user/ caretaker framework can be extended to sites that are not re-
painted. Ali sites could have been interacted with continuously for varions reasons as 
the creation of an image is not the only way to engage with a place. This re-use of 
sites challenges Gell's idea (see page 115) that the agency of art stems from its 
production, not its being. It also indicates that there are many co-existing agencies-
those of humans and those of places th at attract rock art production over time. Since 
the dates of execution of Temagarni area rock art are not currently known, the 
analysis carried out for this study cannot provide a diachronie perspective. 
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4.1 Functions of sites 
4.1.1 Sacred sites 
The landscape context of a rock art site provides elues as to places where spiritual 
powers are especially concentrated. Properties of the rock outcrop that point to 
spiritual places are cracks and crevices, quartz veins and calcite or silica precipitate 
deposits . Unusual shape or colour of the cliff or of the image-bearing surface and 
high cliffs are other indications of the spiritual power inherent in a place. Ledges 
could have been used for fasting or for depositing offerings. Overhangs can create 
both visual effects, such as shimrnering light reflected off the water onto the rock 
surface, and acoustic phenomena such as voice amplification. Other acoustic effects 
include echoes or the "sound of drums," created by waves hitting the grottoes at the 
base of the cliff. The presence of effigy formations at or near the site, the presence 
near the site of other sacred places, of narrows or of dangerous stretches of water, 
often associated with other-than-human persans, further enhances the importance of 
rock art sites through association. 
Determining which images are especially linked with the sacred is problematic as the 
discussion of kekeewin and kekeenowin in the Introduction demonstrated. Among 
figurative images, those of Thunderbirds or Underwater beings can be indicative of a 
sacred site as these beings are widespread in Algonquian mythology (see Chapter V). 
Similarly, homed figures are connected with spiritual power (Rajnovich 1994:92-96). 
The maymaygwaysiwuk have been associated with anthropomorphs in the "surrender" 
(arms up) position (Dewdney and Kidd 1967: 14; Rajnovich 1994:68). 
As sacred places, rock art sites were frequented by both ritual specialists and non-
specialists. Rock art associated with medicine men had a higher chance of being 
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steeped in specialised knowledge that was obtained through dreams, visions or costly 
initiation (see Cbapter V). Specialised knowledge was restricted to the general public 
and these restrictions could be evinced through images tbat are rare and/ or barder to 
interpret, location in places that have limited access, as weil as in ritual practices that 
surrounded rock art sites, sangs or stories (which did not leave tangible traces) . As 
Bradley (1997:10, 2001 , 2009) has argued (following insights from anthropologists of 
art Robert Layton and Howard Morphy), abstractions carry the highest charge of 
ambiguity and they are open to multiple interpretations. These images are "deceptive" 
because they contain no elues as to their rneanings. It is thus easier to control the 
meanings associated with these images as they have to be learned. In contrast, the 
meaning of naturallstic images is more apparent because they can at least be 
identified. Simple abstractions are especially open to interpretations. They can bide a 
plurality of meanings and thus be more elusive semantically, yet they are expedient 
because they can participate in a larger range of engagements between people, rock 
art and place. Complex abstractions might be more intricate in arder to restrict their 
possible meanings and interpretations. However, ambiguity and visual complexity of 
the image do not have to correlate witb complexity of meaning and thus, specialised 
knowledge. A better case for restricted knowledge and complex abstractions can be 
built if these images are rare, indicating a restriction in the sharing of knowledge and 
lirnited production by fewer members of society. Furthermore, if these complex 
abstractions conceal specialised knowledge, this knowledge rnight belong to non-
religious specialists, such as a particular family group. Within figurative images, 
those of Homed Serpents and Thunderbirds can be included in a medicine man's 
repertoire because these powerful beings are often associated with ritual specialists 
(see Chapter V). 
Rock art sites were used for individual and communal rituals. Both could be 
epbemeral or longer lasting and both could result in the creation of rock art (tbougb 
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not ali rituals led to the creation of rock art). Individual rituals are those which are 
undertaken by one persan. The individual practice most associated with rock art is the 
vision quest, wh ether that of medicine men or of youth. These solitary experiments of 
spiritual discovery bad to be undertaken at places suitable for fasting that is at places 
with an adequate ledge at the site (i .e. under the pictographs), a nearby suitable ledge, 
a nearby suitable space, or an accessible space on top of the cliff that may be hidden 
from view by bushes and trees (Figures A.24, A.25 , A.26, A.27). 
Communal rituals involve a group of people that ranges from few individuals to a 
large segment of the population and even the band. Without ethnohistoric and 
ethnographie insights it is impossible to discuss the rituals undertaken at rock art 
sites, however something can be said about communal rituals that involved a large 
group of people. These rituals took p lace at sorne select rock art sites . Such sites were 
located on conspicuous cliffs whose characteristics attested to the spiritual forces 
inherent within while also rendering the cliff noticeable in the landscape and thus an 
easily identifiable gathering spot (see below for salience). Communal rituals were 
undertaken at easily accessed places located along important routes and near large 
aggregation of people, thus on or near large lakes. Such places also provided the 
necessary space for meetings (i .e. nearby large campsite or ledge) though people 
could have also gathered in watercrafts . The content, number and variability of the 
pictorial content are not definitive criteria for identifying places where individual and 
communal rituals took place. A site with many and varied images can be the result of 
communal rituals undertaken for various purposes, yet it is also possible that such an 
image inventory is the culmination of separate episodes of individual rituals. 
128 
4.1.2 Travel aids 
Rock art sites associated with travet are located along the nastawgan. Further 
connections can been evinced if rock art sites are located at places such as narrows, 
portages, winter travel trails or route intersections. Sites located at dangerous 
stretches of water, where the assistance of other-than-human persans was solicited 
(see Chapter VI), or sites situated on important/ frequently travelled routes were 
further implicated in navigation. 81 Sites that were good candidates for assisting in 
navigation acted as landmarks, hence they were visually salient. This quality can be 
achieved either through an imposing cliff (i .e. high), a peculiar cliff (e.g. tmusual 
shape or colour, large crevices, massive quartz veins) or by a cliff which stands out 
from a coast predominant! y overgrown by vegetation. 82 Furthermore, sites which face 
a particular direction and which can only be seen from a specifie vantage point can 
also play a role of a visual eue in navigation. Conspicuous images, clearly visible 
and/ or nurnerous can also mark a place along a travel route. 
81 At this point, the relation of sites to winter travet conditions cannot be elucidated, since 
winter fieldwork was not undertaken. In the Lake of the Woods area, Colson (2006:222) has remarked 
that sorne rock art sites are located at places where fast currents prevent the formation of ice or the ice 
which forms is thin. This naturally has implication for travet, as these places were dangerous and bad 
to be avoided. Rock art could have been used to mark sucb places. 
82 Vegetation has changed over the centuries . The Great Lak:es-St. Lawrence forest (see Cbapter 
1, page 35) was establisbed around 7,200 B.P., during the Hypsithennal period of climatic wanning 
(7,400 - 4,000 B.P.). This forest remained relatively stable until the past 450 years when white pine 
declined considerably. This might have been triggered by climactic cooling such as the Little lee Age 
whicb lasted from the seventeenth to the nineteentb centuries CE. Anthropic activities of the last 200 
years, such as logging, mining and farming have also contributed to this change (Hall et al. 1994; Liu 
1990; McAndrews et al. 1987). While long-term changes slowly alter the appearance of a rock art site' 
environment, sudden and rapid changes such as forest fires create immediate and lasting effects. Such 
destructive events cou Id les sen the visual impact of a cliff or beighten it, f1ll1her exposing a rocky mass 
amict low and flat shores (e.g. Wbitewater Portage site). The vegetation present today at rock art sites 
can hint at the presence of similar flora in the past For example, bushes that overgrow a panel toda y 
indicate that a similar situation could have existed at sorne point in the past because the space required 
for tbeir growth (a ledge) is available. 
129 
4.1.3 Territorial markers, mechanisms for negotiating social boundaries and 
deterrent agents 
Hunting terri tories ( discussed in Chapter VI) associated with particular families can 
have these familles ' clans represented in rock art. This totemic identity cao be 
represented through images of animais and their respective tracks ( e.g. Bohaker 
2010a; Conway 1992a). Similarly, rock art created within a particular hunting 
territory might exhibit motifs specifie to that family's territory (Conway and Conway 
1989:54). 
Rock art could have participated in the maintenance of social boundaries. Territories 
are bounded entities. Two types of boundaries can be distinguished: physical 
boundaries and social boundaries. Physical boundaries are tangible and natural 
(rivers, mountains) or human-made (ferrees, roads). Social boundaries are intangible 
and cultural and are expressed in language, religious beliefs or kinship (Cummins 
2004:142). As Bradley (1997:12) bas argued, following the work ofWobst (1977) on 
style and information exchange, frequent encounters did not warrant elaborate 
exchange of information through stylistically varied material culture as it would be 
redundant. However, material culture cao effectively convey a higher volume of 
information to a large audience or to strangers with whom there is no regular 
interaction. Rock art, as a permanent fixture in the landscape, can be a practical 
platform for encoding such information, especially if located at places where a large 
audience or strangers would encounter it. Many varied messages cao be conveyed at 
such places. Rock art sites located on major water routes at entry points into n 'Daki 
Menan could have been the scene of rituals where alliances and relationships were 
renewed. As places for communal rituals, these sites were salient, easily accessible 
and they had space for meetings in their vicinity. Additionally, these sites contained 
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many and varied images as a result of diverse episodes of ritual activity and the need 
to exchange information with strangers. 
Rock art sites located along major water routes were possibly encountered by the 
Haudenosaunee attacking the heart of n 'Daki Menan (see Chapter VI). Therefore, 
images located along these routes and interior routes that led to settlements, could 
have functioned as deterrent art against the Iroquois, especially if they contained 
pictographs of multiple-occupant canoes as Conway and Conway (1989:53) were 
informed (see Chapter VI, pages 234-235) . 
4.1.4 Public and private sites 
As sacred sites, navigational and territorial markers, places where social boundaries 
were negotiated or places where deterrent art was located, rock art sites catered to 
various audiences. Sorne sites were "private" and others "public." Bradley ( 1997, 
2001, 2002, 2009) argued in his studies on the audience and accessibility of rock art 
sites in Prehistoric Atlantic Europe that public sites were more accessible physically 
(i.e. open-air) and they could accommodate more people. Private sites were located in 
more secluded locations, more difficult to access and they could only accommodate a 
smaller audience. Access to the messages conveyed at the sites was further restricted 
through the image content as not ali of the segments of the population were able to 
interpret the images, especially if these had various meanings. Thus, Bradley argued 
that the audience of a rock art site can be restricted in two ways: through physical 
access or through the accessibility of the information contained in the images. 
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How would private and public sites manifest themselves in the Temagami area?83 The 
audience of rock art is determined by the visibility and physical accessibillty to the 
place and accessibility to the images. Visibility of a site is influenced by the location, 
distinctness, 84 size or the number of the images and the salience of the cliff. A site 
where the images face onto the lake and they are large, bright and numerous and 
wh~re the cliff is salient, is a visible site. Among the currently known sites, 
restrictions on physical accessibility are virtually absent. Only one site is located deep 
in the bush, while the rest can all be reached by water. Variations in accessibility stem 
from a given site's location on a travel route and depend on this route's importance 
within the hydrographie network. Sites were also more accessible in areas with a 
large concentration of people. Sites located near habitation sites or resource areas 
were "accessed" more often (i .e. interacted with) because of increased human 
circulation and proximity. It is the type of images that created issues of accessibility, 
especially if the images were abstract. Abstractions can lead to a proliferation of 
meanings (especially in the case of simple abstractions) orto restricted meanings (a 
more likely scenario in the case of complex abstractions). Thus, even if these sites 
were in prominent locations, their meaning was elusive. As Norder (2003:127) bas 
argued such sites were in full view yet "hidden." 
Public sites were located on major travel routes (those that lead in/ out of n 'Daki 
Menan and important interior routes). The cliffs were salient and the images were 
clear and large. At !east sorne of the images were easily interpreted and incorporated 
into various contexts of engagement, thus figurative images might be more likely 
located at such sites . Public sites were the scenes of diverse rituals, especially 
83 Though Conway and Conway (1989) state tbat within the Temagami area there are publicly 
known rock art sites and others wrucb are private, they do not provide coherent criteria for the former 
and do not define the latter. 
84 This is an issue as images fade over time. The clarity of the images is a Iso dependent on light 
condjtions. For example, glaring sun can render the images barely visible. 
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communal rituals. They were near other sites of interest (such as major habitation 
sites or other well-known sacred sites). Public sites bad a higher chance to participate 
in a range of functions and to be of relevance to more people of the area - both the 
Teme-Augama Anishnabai and non-band members. As such, these sites had a higher 
chance of having varied images sin ce they would beckon more us ers. 
At private sites, the images were less visible and the elusive rare abstractions bad a 
higher chance to be found there. The sites were found on lesser travelled routes and if 
located on major routes, they were not salient places. Such sites were probably the 
result of fewer episodes of individual rituals though communal rituals could also take 
place in those locations. These sites were of importance to a more restricted audience, 
especially to those who dwelled in their vicinity. These distinctions between "private" 
and "public" sites are in no way meant to be sharp or permanent. The sites might have 
switched between the two categories over tin1e and depending on the needs of the 
community. 
4.2 Fieldwork 
Fieldwork was carried out for a few weeks in the sun1rners of 2009, 2011 , 2012 and 
2013. During fieldwork new images and new sites (CgHa-41, ChGx-23, ChGx-24) 
were located.85 Shoreline surveys were carried out only on Lake Anima Nipissing and 
in sorne sections of Lake Temagami due to constraints of time. Overall 34 sites were 
seen in person. (e.g. Yorston River) . 
85 ChGx-24 was i.nitially seen in 2009 (with Serge Lemaitre, Daniel Arsenault and Steve 
Waller) when search was being conducted for the Shady Grove site (ChGx-2). 
133 
Field documentation consisted of recording the location of the sites, the pictorial 
content, and the characteristics of the rock outcrop, of the place and of the landscape 
surrounding the site. The location of the sites was documented with a GPS (Garmin: 
GPSMAP 76CSx) that secured accurate coordinates. The specifie locations of the 
sites are not provided in this tbesis in order to protect their integrity. Photography and 
video (especially useful for recording visual and acoustic effects) were used to record 
the pictorial content, as well as the characteristics of the place and of the landscape. 
Individual motifs, panels as weil as the general site setting were thoroughly 
photographed with and without a scale (IFRAO) from various distances. 86 
Specifically, the information collected on the physical characteristics at each site was: 
• The presence or absence of cracks and fissures (especially prominent ones or 
ones that were intricately bound with the images) 
• The presence or absence of calcite or silica drips 
• The presence or absence of quartz veins 
• The presence or absence of ledges on which to sit/ fast orto paint from 
• The presence or absence of overhangs 
• Col our of the cliff 
• Shape of the cliff/ surface on which the images were painted 
• Presence of other geomorphologie characteristics (e.g. effigy rocks) 
• Height of cliff (in meters, approximate )87 
Infonnation recorded about the site and its setting included: 
• The salience of the cliff (visibility, uniqueness within its environrnent) 
• Visibility of the images 
• The direction whicb the site was facing ( onto the lake or in a direction that 
would make it visible from one vantage point) 
86 The cameras I used were the Nikon Coolpix P80, Canon EOS DIGITAL REBEL XT and 
Canon EOS DIGITAL REBEL XSi. No flash photography was taken and no polarizing fil ters were 
used. 
87 The beight was determined from the water leve! to the top of the cliff. It should be noted tbat 
changing water levels and an irregular cliff summit have a bearing on determining the height of a cliff. 
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• The relation between sites in close proximity 
At some sites, acoustic properties, such as arnplified drum-like sounds created by 
waves hitting the water-level grottoes were also noted as were echoes. It soon became 
evident that water carries noise very well no matter the location on the lake and the 
capacity for the sound to travel depends on the winds and air moisture. Echoes effects 
are also dependent on the distance from the cliff face. Since no systematic study of 
acoustic effects was carried out, this aspect of research was dropped. When present, 
visual effects in the form of light reflecting on the cliffs were also noted. However, 
here again different lighting conditions due to weather and time of the day produced 
varied results. A systematic observation of a site at various times of the day would 
indicate whether this phenomenon is widespread. 
4.3 Data analysis 
The data collected was analysed at various scales (Chippindale 2004): that of image, 
panel, site and landscape. The analysis of images began with the identification of 
motifs. Photographs of panels and of individual motifs taken in the field were treated 
with software that enhances digital images, Photoshop CS4 and DStretch. DStretch is 
a software created by Jon Harman which runs as a plugin to ImageJ, an Image 
processing program available for free on the Internet. 88 DStretch enhances 
pictographs and is especially useful for faint pictographs. It also creates reproducible 
results through its standardised colour spaces (e.g. CRGB, LRE, YRD, YRE colour 
spaces work best on red pigments). DStretch has been applied to the recording and 
study of rock art in North America, Australia, Europe and Africa ( e.g. Gunn el al. 
2010; Keyser el al. 2014; Le Quellec et al. 2015). It has even been applied to the 
88 See ù1e DStretch website at http://www.dstretch.com/ 
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recording of linear engravings of French Alpine rock art (Defrasne 2014). In the 
Temagami area, the digital enhancement of photographs allowed to clearly discern 
faded images, as weil as it led to the discovery of motifs which were not always 
perceived in the field due to their faintness (e.g. at CfHa-5, ChGx-24). DStretch also 
allows seeing the layers of over-painting which were present at sites such as 
Longpoint Lake (Appendix C, page 521 ). A pitfall of DStretch however is that red 
coloured rock inclusions will also be enhanced, thus it is not always clear if what is 
being enhanced is a pictograph or a natural rock stain, therefore caution should be 
exercised be fore declaring a red smear as a pictograph. 89 Therefore, a certain leve! of 
subjectivity is present in a DStretch analysis (see Le Quellec el al. 2015). 
Once the images were enhanced, they were classified and counted90 in arder to 
determine the pictorial content, the number and the variability of motifs at each site. 
The typology for this study was created based on typologies elaborated by previous 
researchers (e.g. Dewdney and Kidd 1967, Norder 2003). Essentially, it consists of 
figurative, abstract and indeterminate images. The broad categories created are: 
• Anthropomorph 
• Hand 
• Zoomorph 
• Mythological Being 
• Material Culture 
89 Wl:tile only an archeometric analysis can definitely determine if a red smear is natural or 
human-made, I based my identification of smears as pictographs on shape and col our. If the shape bad 
straigbt edges and if it was the width of a fmger, it was more likely human-made. If the col our of the 
smear was similar to that of other pictograpbs, it was likely made with the same pigment. I also 
observed the col our of nearby stains on the rock surface. If the smear sbared the sa me sb ade of red as 
these stains, it was more likely natural. 
90 Only in the case of the Lake 1895/Yorston River site is the image inventory incornplete as 
was determined from a cornparison of available photographs and Conway's (l98lc) report. Only the 
motifs wbich matched both the report and the pbotographs were taken into consideration. I chose to 
eliminate supplernentary motifs provided by Conway because they are very badly reproduced in the 
report. 
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• Geometrie Motifs Simple (GMS) 
• Geometrie Motifs Complex (GMC) 
• Ocbre Wash 
• Indeterminate 
These categories were further sub-divided into 53 types (see Appendix D for the 
typology and examples of motif types). The types in the Anthropomorph category are 
based on Lemaüre's (2013) typology. The types 1 to 5 rely on the depiction of bodies 
(Lemaitre's types 1 and 2 as discussed in Chapter II on page 62) though the variable 
of raised or lowered anns bas been added as the maymaygwesiwuk could be depicted 
as anthropomorphs with their arms up. Type 6 consists of Unique Anthropomorphs 
that appear only once and are depicted in unusual positions (e.g. in profile), have 
certain body parts prominently depicted (eyes, bands or penis) , have atypical 
projections emanating from them (e.g. homs), hold implements or they wear "skirts." 
The category Hand consists of depictions of bands. Only the type painted bas been 
included as there are no band imprints or engravings present. 
The category Zoomorphs consists of birds and mammals that have been diagnosed 
based on the morphology of the biological farnily or of the species depicted. Anatidae 
(ducks) and Crane/ Heron were identified based on the shape of the body and the 
posture of these birds (i.e. floating on water [ duck] and standing [crane/heron]). 
Ursids were identified by their round ears and a curved back, horses by their long 
necks and tails, while beavers depicted in top view were identified by their distinctive 
broad tails. Cervids were identified by the presence of anders though this is not a 
prerequisite as anders can be shed seasonally. Moose, especially, can be identified by 
their broad antlers, a massive muzzle and the disti.nctive bell under their chin which 
occurs in both males and females . Among canids, dogs and wolves can be 
distinguished tbrough their tails . While dogs can have upturned tails, wolves have 
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downturned and bushy tails.91 Mustehds (i .e. weaseJs, otters, martens) are represented 
from the top view with four appendages that incticate paws and a fifth appendage that 
indicates a tail. 92 Indeterminate birds and mammaJs exhibit morphoJogical 
characteristics attributed to these animais (e.g. marnrnals are quadrupeds), yet they 
Jack specifie diagnostic traits which prevents assigning them to a biological family or 
they are an amal garn of more than one animal. 
The category Mythological Being comprises two types : Thtmderbirds and Horned 
Serpents. Thunderbirds are birds of prey depicted with splayed wings and a more or 
Jess pronounced body and a tail. Horned Serpents are sinuous forms where a head 
with homs can be distinguished. The category ofMaterial Culture was populated with 
tbree types. Up-right (Type 1) and upside-down canoes (Type 2) are most often 
depicted as slightly curving horizontal lines onto which perpendjcular straight lines 
(d~pieting passengers) have been attached. A structure (Type 3) ean be reeognized as 
a geometrie enclosure that ean contain something or someone. 
The typology created for this study emphasised the so-called abstractions, as these are 
numerous in the region. In this typology, both geometrie and abstract motifs with "a 
complete and definite form" (Maurer and Wh elan 1977: 197) are subsumed un der the 
appellation of Geometrie Motifs . Geometrie Motifs Simple or GMS range from single 
vertical or oblique lines to the so-called tally marks whieh are groups of parallel 
oblique, vertical or horizontal lines that seem to indicate a form of counting. Tally 
9 1 lt migbt be hard to distinguisb a dog from a wolf. Dominant wolves also carry their tails up 
(Harrington and Asa 2003:90-94), bowever wolves do not have a curled tai! as exbibited in sorne dog 
breeds (Mikl6si 2008:90). Alternately, tbese busby tails could belong to foxes , however wolves are 
stockier tban foxes as are the animais depicted and wolves are more prominent in oral traditions tban 
foxes. 
92 Mustelids can resemble Anthropomorphs especially if their tails are short. However, at 
Temagami these are unlikely representations of Anthropomorphs because the tails are too round or too 
long for penises. 
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marks were treated as one motif instead of enumerating every line individually. 
Linear motifs that resemble checkmarks, crosses or inverted angular "U" are also 
present. Other motifs occur only once and have been assembled into the "Unique" 
type. This can be considered a "catch-ali" group that can certainly give the 
impression of homogeneity when in reality there is variation in the shape of these 
motifs. The choice to assemble ali of these motifs within one group keeps the number 
of types manageable while still creating a section which highlights singular images. 
Overall , 22 types have been created in order to categorise the Geometrie Motifs 
·Simple. More elaborate geometrie motifs or Geometrie Motifs Complex (GMC) that 
often consist of lines meeting at various angles are also present. These defy straight-
forward description and classification and they are also unique. Enhancement with 
DStretch reveals that often these motifs are the result of over-painting (this was the 
case at the Whitewater P01tage and Greyrock sites on Lake Anima Nipissing and at 
Stouffer Lake). 
Ochre wash was reserved for areas that are smeared with this substance. In sorne 
areas, motifs are superimposed or obliterated through lichen encroachment or calcite 
deposits. Other motifs are so faded that shapes suggestive of anthropomorphs or 
zoomorphs might lead to the temptation of categorising them as such. These are all 
best categorised as "Indeterminate." 
Classification of motifs is not straightforward and reflects the biases of the researcher 
(Figure A.28). Despite being able to recognise figurative images, it is not always 
clear what animal species or category of person is depicted. For example, animais 
could be depictions of other-than-human beings, ofhumans transformed into animais 
or of totemic emblems. Since the nature of these depictions is not known, 
anthropomorphic figures and animais were assigned to the more "neutra]" 
Anthropomorph and Zoomorph categories. However, raptors that might be depictions 
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of eagles or of totemic clans were reserved for the type Thunderbird in the 
Mythological Being category because birds of prey are especially associated with 
Thunderbirds. 
Sorne of the motifs incorporated into the GMS category might be stylised 
representations of, for exarnple, objects and animais. For example, zigzag lines 
(GMS:6) could stand for snak:es, however the lines lack clearly defined heads. Zigzag 
!ines might also depict power lines or the path of life (e.g. Rajnovich 1994). This 
semantic conundrum prompted the assignation of these lines to a neutra! type that 
does not immediately call forth the (unfounded) identification of snakes, power lines 
or paths. Horizontal !ines with upward projections (GMS:l8) might be stylised 
representations of canoes, while horizontal lines with downward projections 
(GMS :19) rnight be stylised representations of upside down canoes. "Bird tracks" 
(GMS:20) resemble the tracks of birds and have been interpreted as such (e.g. T. 
Conway 1979: 131-132; Lemaitre 20 13). One variant consists of three toes IL_ and 
another of four toes 'f. Three-toed tracks could be those of a crane (Bohak:er 2006a: 
165-166). Tracks which allude to four toes could be those of a heron (Bohak:er 2006a: 
166, 171 ). However, a fourth toe is also present on tracks of birds such as eagles, 
crows and ra v ens. 93 
Once an image was classified, ü was assigned to a panel.94 At this scale, the 
interrelation between motifs ( e.g. clustering) and between motifs and geomorphologie 
93 Examples of a possible crane tracks are located at Diamond Lake (Panels 1, 3 and 7). On 
Panel 7, the track is near a likely depiction of a crane (Appendjx C, pages 495, 496, 498). Possible 
tracks of a heron are present at the Matachewan Lake Pictograpb site (Panel l) (Appendix C, page 
526). 
94 1 followed the defirution of panel provided in Arsenault et al. (1995 :32) wbere a panel is 
defined as a part of the rock surface djstinct for its pbysical cbaracteristics such as orientation, a 
parti cul ar surface profile (convex or concave) or the presence of morphological characteristics sucb as 
fissures which isolate and circumscribe a discrete group of images . 
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particularities, such as cracks or quartz veins and the shape of the paint-bearing 
surface could be studied. 
A site can be defmed as a continuous cliff on which images are found in one or 
multiple areas. Tbere are 54 pictograph sites in the area, bowever sorne of them are 
composed of concentrations of images that are not located on a single continuous cliff 
but are located in close proximity (e.g. Cffia-6, CgHa-22, CgHa-23, CgHb-5, CkHd-
1). This is the case of the Longpoint Lake pictograph site (CkHd-1) which has been 
attributed a single Borden number. In reality the southernrnost concentration of 
images is located on a smaller cliff in a bay over 100 meters away from the main 
concentration. These composite sites, undoubtedly stemming from separate events of 
image production, represent localities where image-making activity seems to have 
been especially favoured. Composite sites were split into distinct entities designated 
as Areas, which were treated as individual sites for the analysis. The Crowrock Bay 
(ChGx-24) and the Ferris Lake (CkHg-1) sites have four and three areas of 
concentration of pictographs respectively, however tbese are ali along one distinct 
continuous cliff For this reason, I decided to treat them as single sites. Taking into 
account the separation of composite sites into Areas, the total number of sites rose to 
61 (26 on Lake Temagami, 7 on Lake Obabika, 7 on Lake Anima Nipissing, 16 on 
other Jakes and rivers inn 'Daki Menan and 5 sites outside of n 'Daki Menan). Each of 
the sites was examined and the following characteristics were noted: the appearance 
of the cliff itself ( e.g. height, col our, shape, the presence of geomorphologie 
particularities), which would ail have a bearing on its salience, the presence of effigy 
fom1ations and/ or of possible fasting places nearby. 
Ali of the sites examined in the thesis are presented visually in Appendix C. Sorne of 
the sites are documented here for the first rime, either because they are newly re-
discovered (CgHa-41 , ChGx-23 , ChGx-24, Sharp Rock Inlet Pictograph 2, Wakimika 
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Lake Petroglyphs, Helen Falls 1, Helen Falls 2, Chris Willis Lake 1, Chris Willis 
Lake 2, Sucker Gut, Makobe Lake, Matachewan Lake Pictograph 2, Matagamasi 
Lake Pictograph 2, Chiniguchi Lake Pictograph, Stouffer Lake Pictograph) or 
because no previous visual records existed in academie literature or in the Ministry's 
records (CeHa-1 , CfGx-1 , CgHa-25, CgHb-6, ChGx-2, ChGx-3). 
At the level of the landscape, the sites ' relationship to each other, to other 
archaeological sites or spirihtal sites, as weil as travel routes and boundaries of 
hunting terri tories and of n'Da ki Menan was analysed. In arder to better visualise 
these relationships, the sites' locations recorded by GPS, as weil as the locations of 
the known archaeological sites and spiritual sites were plugged into Google Earth. 
Most of the known archaeological sites in the region that are in proximity to rock art 
are restricted to lakes Temagami and Obabika. On Lake Temagami, no archaeological 
sites were reported in the vicinity of Baie Jeanne, in the Northwest Arm, and in 
Obabika lnlet where pictograph sites CeHa-1 , CgHa-19, CgHa-25, CgHa-41 and 
CgHb-6 are located.95 No archaeological data was available for Lake Anima 
Nipissing and for other areas such as those of Longpoint Lake, Wapus Creek or 
Matagamasi Lake. 
The temporal link between rock art sites and archaeological and sacred sites in the 
region cannat be made unequivocally because the actual dates of creation of 
pictograph sites are not known. However, rock art and sorne archaeological sites did 
co-exist because the latter span a few centuries and sometimes millennia of 
occupation (e.g. Three Pines and Witch Point sites on Lake Temagami). Even though 
archaeological information is not available for the majority of the lakes and rivers, 
sorne idea of land occupation can be surmised from the ancient campsites indicated 
95 Gordon did not conduct smveys in Baie Jeanne and Northwest Arm. I am not aware if 
Conway smveyed these areas of the lake. 
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on Macdonald's map. Exploring the relationships between rock art sites and other 
sites of cultural importance allows us to identify zones where rock a11 activity was 
particularly favoured, the interrelation between other sacred sites, as weU as to infer 
about the potential isolation of the sites from places such as habitation sites. 
Sites were also superimposed on Macdonald's (1985b) map, that depicts around 
5,000 km of nastawgan (Figure A.29), to see if they were located on nastawgan and 
furthermore if they were located at or near narrows, at or near portages, at or near 
winter travel routes and at routes' intersections. In arder to establish the importance 
of waterways, late nineteenth and earl y twentieth centuries' accounts of geologists 
and tourist that describe canoe routes, as weil as modem canoe routes (e .g. Wilson 
2004) were examined. The areas of three sites, the Ferris Lake and two sites on 
Matachewan Lake are not illustrated on Macdonald's map, however knowledge about 
old waterways helps to contextualise the location of these sites along the nastawgan. 
Further elues to the importance of routes can be gleamed from archaeological, 
ethnohistoric and ethnographie data ( e.g. Conway 1982a) that speaks of in teri or 
routes as weil as routes through which n 'Daki Menan was traditionally penetrated. 
This analysis allows seeing if sites were located on travel routes, at focal points on 
travel routes (e.g. narrows), on routes to/ from sacred places or ether archaeological 
sites and on interior routes or those that lead into/ out of n 'Dald Menan. Plotting the 
sites on the routes also allows seeing the relation between the images (pictorial 
content, number and variability) and the particular route on which they are found. 
Sites were also superimposed on Speck's (1915b) map of hunting territories (Figure 
A.30) to see which sites were associated with particular territories and whether 
distinct motifs, such as depictions of totems, were present in specifie territories. 
Finally, the relationship between sites and the boundaries of n 'Da ki Menan was 
observed in order to see which sites were associated with them and whether there 
were patterns in the distribution of the pictorial inventory. 
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4.4 Initial analysis 
4.4.1 Image classification 
ln1ages from pictograph sites and one petroglyph she were classified into one of the 
53 types from the nine broad categories. Overall, at pictograph sites, 641 motifs were 
identified and classified (Appendix D). Within the catalogue, the number of lines that 
form tally marks bas been indicated. For example, 11-7 means that there are seven 
verticallines (GMS: 11 designates a group of vertical straight lines). In the case where 
"Indetenninate" motifs were observed but their actual number was impossible to 
determine because the painted surface is obliterated (faded, weathered, covered with 
calcite deposits, or re-painted), a "?" was inserted in the catalogue. There were five 
instances where the precise number of "Indeterminate" motifs could not be 
ascertained and these were not considered within the overall count ofmotifs.96 
Once the motifs were sorted into their respective categories and types, a clearer 
picture of the image inventory in the Temagami area ernerged. Table 4.1 presents the 
breakdown of occurrence of the nine categories at pictograph sites. 
96 This occurred at the following sites: Deer Island Pictograph (Area 2), Obabika Lake 
Pictograph, Shilling Rock Pictograph (Area 1 and Area 2) and Wapus Creek Pictograph (Appendix C, 
pages 419, 433, 516). 
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Table 4.1 Frequency of Motif Categories in the Tema garni Area 
Frequency of Motif Categories in the Temagami Area 
Relative 
Frequency 
Category Frequency (%) 
Anthropomorph 25 3.9 
Ha nd 1 0.2 
Zoomorph 35 5.5 
Mythologieal Being 5 0.8 
Material Culture 20 3.1 
Geometrie Motifs Simple 471 73.5 
- 1-
Geometrie Motifs Complex 7 1.1 
-
Oehre wash 14 2.2 
lndeterm inate 63 9.8 
TOTAl 641 100.0 
The Geometrie Motifs Simple category is the most numerous with 471 inruvidual 
images being assigned to this class. Geometries account for 74.6 % of ali the motifs 
in the area. The occurrence of figurative imagery is rather law and only 86 images (or 
13 .5%) have been identified. 
The Geometrie Motifs Simple (GMS) category is the most numerous with 22 types. 
Table 4.2 summarises the frequency of occurrence of each type within this category. 
The most plentiful GMS types were 1) "Line: Straight vertical," 22) "Unique" and 
11) "Tally marks: Straight Vertical." Overall, lines tend to predominate, whether they 
are single or in groups (GMS types:l to 5, and types 11 to 14) and they form 59.3% 
ofall the GMS images and 43.5% ofall the images in the area. 
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Table 4.2 Frequency of types in the "Geometrie Motifs Simple" Category 
Frequency of types in the "Geometrie Motifs Simple" Category 
Sub-category Frequency Relative Frequency (%) 
GMS:1 89 18.9 
-· -GMS:2 36 7.6 
·-
GMS:3 39 8.3 
GMS:4 14 3.0 
GMS:S 14 3.0 
GMS:6 4 0.8 
-· GMS:7 10 2.1 
.-. 
GMS:8 1 0.2 
GMS:9 1 0.2 
~--
GMS:10 12 2.5 
~-
GMS:ll 49 10.4 
-
GMS:12 18 3.8 
-----GMS:13 15 3.2 
-GMS:14 5 1.1 
-
GMS:15 6 1.3 
-·--GMS:16 5 1.1 
-~-
GMS:17 3 0.6 
-
GMS:18 9 1.9 
-GMS:19 4 0.8 
-
i----
GMS:20 22 4.7 
-
GMS:21 46 9.8 
GMS:22 69 14.6 
TOTAL 471 100.0 
Sorne observations about particular motifs and panels can be made. The Diamond 
Lake bear seems to have been repainted over an earlier image, perhaps of a dog since 
DStretch analysis clearly shows a serpentine long tail emanating from its rump 
(Appendix C, page 497). The Crane/ Heron at Diamond Lake is apparently a crane 
because its straight neck corresponds more closely to the morphology of this bird. A 
heron 's neck tends to be "S" shaped. The Horned Serpent at Diamond Lake bas homs 
that are darker in colour than the body indicating repainting or the utilisation of a 
different ochre mix (Appendix C, page 499). The multiple-occupant canoe from the 
Anima Nipissing Pictograph site, (Area 2, Panel 2) bas usually been interpreted as 
two smaller canoes ( e.g. Lemaitre 20 13), however DStretch analysis shows that these 
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two canoes were longer and probably formed one long canoe (Appendix C, page 464, 
bottom pbotographs). 
At sorne sites, entire panels warrant particular attention because of tbeir 
exceptionality. At Ferris Lake (Area 2, Panel 2), a trapezoid structure that seems to 
enclose a triangular mass along witb an unusual solidly painted canoe and two 
anthropomorpbs in "skirts," appears to be a component of a narrative scene 
(Appendix C, page 550). At the Stouffer Lake site (Panel 2), a narrative scene of a 
hunt is present. As if in pursuit, a dog is turned towards an Indeterminate Mammal 
and a male moose painted in x-ray style. An itbyphallic anthropomorpb wielding a 
stick/ weapon (?) is located to the dog' s rigbt as if cbasing the two animais along witb 
his dog companion (Appendix C, page 546). Panel 2 at the Matagamasi Lake 1 site 
bas the largest anthropomorph in the area, a beaver and a wolf with an exquisite 
bushy tail (Appendix C, page 533). 
The Wakimika Petroglyphs pecked on a sloping sedimentary rock outcrop present a 
different picture from the pictograph sites. Out of the 16 images identified, 12 are 
tho se of zoomorpbs, one of an anthropomorph with raised arms and a penis, and three 
are unidentified (Appendix C, pages 553-563). Among the zoomorpbs there are two 
cervids, a male moose with anders and a moose (?) identified by the shape of its back 
and back legs, two canids with up-turned tails, a possible bear, four indeterminate 
birds and three indeterminate quadrupeds. This site contains practically ali figurative 
images. The lack of geometrie imagery and especially of lines that are so prevalent at 
pictograpb sites is striking. This exceptional site distinguished by its images and 
mode of execution points to stories and practices that would differ from those that are 
associated witb pictograph sites. 
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4.4.2 Number of motifs per site 
The number of images per pictograph site was analysed. Results are presented in 
Table 4.3 while Figure A.31 presents the distribution of sites in the landscape in 
terms of the number of motifs per site. Three sites in particular have an abundant 
image inventory, the Matachewan Lake 1 (58 motifs), Diamond Lake (46 motifs) and 
the Obabika lnlet 2 (43 motifs) sites. These sites are Iocated within n 'Dah Menan, 
one at the northem boundary and two in its heartland. Other large sites are the 
Matagamasi Lake 1, Longpoint Lake (Area 1), Stouffer Lake, Wapus Creek97, Ferris 
Lake, and Chiniguchi Lake. Matagamasi, Stouffer, Chiniguchi and Ferris are ali 
located near the boundary of n 'Dah Menan. Wapus Creek and Longpoint Lake are 
rare sites in the north of the terri tory. 
43 of the 61 sites in the region contain one to ten motifs. The majority of the small 
sites are on Lake Temagami. This could be perceived as a research bias because this 
lake bas been studied extensively and its shores are rather weil known, while the 
smaller sites throughout n 'Dah Menan await re-discovery. However, small sites have 
also been Iocated on other lakes and rivers (e.g. Lake Anima Nipissing, Chris Willis 
Lake and Lady Evelyn River) . Two other large lakes, Lakes Anima Nipissing and 
Obabika, contain fewer sites each, but these sites tend to have more images than those 
on Lake Temagami. A concentration of smaller sites is also located around Maple 
Mountain (Thunderbird Rock, Chris Wi llis Lake, Makobe Lake, Sucker Gut Lake and 
Lady Evelyn River). 
97 More motifs were present at this site, bowever tbey are so obliterated tbat it is impossible to 
carry out tbeir count. 
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Table 4.3 Number of motifs per site in relation to its location in n 'Daki 
Men an 
Number of motifs per site in relation to its location in n'Daki Menan 
Numberof Lakes/ Rivers Frequency Relative 
motifs at a frequency 
site 1%) 
Anima Other in Outside 
Temagami Obabika n'Dald n'Daki Nipissing 
Menan Me nan 
1-10 23 5 3 11 1 43 70.5 
11-20 2 2 3 1 1 9 14.8 
21-30 0 0 1 2 2 5 8.2 
31-40 0 0 0 0 1 1 1.6 
41-50 1 0 0 1 0 2 3.3 
51-60 0 0 0 1 0 1 1.6 
TOTAL OF 
SITES 26 7 7 16 5 61 100.0 
On Lake Ternagami, there is a trend for the srnaller sites to cluster (Portage Bay, Bear 
Island, Deer Island, Granny Bay, Northwest Arm [CgHa-19 and 25], and North Arrn 
[CgHa-29 and 30; CgHa-8 and 9]) . A sirnilar phenornenon of site clustering is present 
in the southern portion of Lake Obabika (CgHb-1, 4 and 5). Another trend of 
concentration is observed on Lakes Matachewan, Longpoint and Matagamasi, where 
significantly smaller sites are located in the vicinity of large sites (a distance not 
exceeding 500m). Such aggregations of sites point to entire areas of importance in the 
landscape, where rock art production was spread across multiple cliffs. In general, 
sites with a greater image cmmt tend to be located near the boundaries of n'Da/ci 
Menan , as well as along a northeast-southwest axis that cuts through the territory and 
incorporates Lake Obabika, the northem section of Lake Ternagarni (Obabika Inlet, 
Deer Island sites), Diamond Lake and Lake Anima Nipissing. 
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4.4.3 Motifs distribution and diversity 
The distribution of the vanous motif types in the landscape was also analysed. 
Though sorne categories are present througbout the Temagami area (i.e. GMS, 
Antbropomorphs, Zoomorpbs, Material Culture), other categories and motifs are 
more restricted because they are rare. Figure A.32 illustrates the distribution of such 
images: Unique Antbropornorphs, Hand, Mythological Beings and Geometrie Motifs 
Complex. 
The diversity of the pictorial content was also analysed by examining the frequency 
of image types at each site. The type "GMS:22. Unique" is a "blanket" group 
cornposed of images that occur onl y once. Eacb occurrence of this image at a site was 
counted as a separate type. "Indeterminate" images were not included because their 
type is unknown. Diversity in image types is more pronounced if many of the nine 
major categories are present at a site. Table 4.4 illustrates the frequency of motif 
types per site, while Figure A.33 situates this image variability in the landscape. 
Sites with low image diversity dominate, however those are especially sites with a 
low number of images. Tbere are bowever sites, which have few images, yet all of 
them are different (e.g. Wasaksina Lake, Lake 1895/ Yorston River, Lake Temagami 
Pictograpb [ Areas 1 and 2]). Other sites have a greater number of images, yet a rather 
low diversity of image types (e.g. Deer Island, Obabika Inlet 2). Sites with the 
greatest image diversity are Diamond Lake, Ferris Lake, Stouffer Lake and Wapus 
Creek. Despite that the Matachewan Lake 1 site bas the most images and 22 types 
present, they are practically ail issued from the GMS category. 
TabJe 4.4 
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Nu rn ber of motif types per site in re]ation to the site's Jocation 
within or outside of n'Daki Menan 
Number of motif types per site in relation toits location in n'Daki Menan 
Numberof 
motif types 
at a site 
1 
2 
3 
4 
5 
6 
7 
8 
9 
10 
11 
12 
13 
14 
15 
16 
17 
18 
19 
20 
21 
22 
23 
24 
25 
26 
27 
28 
TOTAL OF 
SITES 
Temagami Obab ika 
9 
26 
1 
1 
3 
1 
1 
7 
lakes/ Rivers 
Anima 
Nipissi ng 
1 
1 
1 
1 
1 
1 
1 
7 
Other in 
n'Daki 
Menan 
4 
1 
2 
1 
1 
1 
1 
1 
1 
16 
Outside 
n'Dakj 
Men an 
1 
1 
1 
1 
1 
5 
Freq uency Relative 
frequency 
('Yo) 
15 
5 
4 
8 
4 
6 
2 
1 
2 
1 
3 
1 
3 
1 
2 
1 
1 
61 
24.6 
8.2 
6.6 
13.1 
6.6 
9.8 
3.3 
1.6 
3.3 
1.6 
4.9 
1.6 
4.9 
1.6 
3.3 
1.6 
1.6 
1.6 
100.0 
The greatest variability of image categories and types tends to be found near the 
territorial boundaries, as well as in the "corridor" which includes Lakes Obabika, 
Diamond and Anima Nipissing. Sites on Lake Temagami are predominantly 
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composed of GMS images and there are very few figurative motifs . On Obabika 
Lake, GMS motifs are again the most numerous, however there are also 
anthropomorphs and canoes. On Lake Anima Nipissing, lines reign supreme, yet a 
greater variability is introduced thanks to canoes, anthropomorphs, zoomorphs and 
rare complex geometries, Thunderbird and Hand. 
4.4.4 Landscape Attributes 
The physical characteristics at the sites that have been recorded are located in 
Appendix E. The frequency of the categorical variables (cracks, calcite, quartz veins, 
ledges and overhangs) is presented in Table 4.5. Since complete information for Lake 
1895/ Yorston River and for Granny Bay (Area 1) pictograph sites was not available, 
only 59 sites were taken into consideration for this analysis. 
Table 4.5 Presence of geomorphologie characteristics at 59 sites in the 
Ternagarni area 
Presence of geomorphologie characteristics at 59 
pictograph sites in the Temagami a rea 
Geomorphologie Frequency of 
Cha racteristic Present at x sites occurrence(%) 
Crack 58 98.3 
Calcite 28 47.5 
Quartz 2 3.4 
-
Led ge 18 30.5 
Overhang 37 62.7 
Cracks and fissures are omnipresent on cliffs, and ali sites bad them except for a 
small and unusual boulder at the Northwest Arm Pictograph (Lake Temagami). This 
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geomorphologie element can manifest itself in various fonns , from small fissures to 
large prominent cracks and sorne surfaces might have few cracks, while others are 
heavily fractured . Sorne images are closely intertwined with cracks ( e.g. framed by 
cracks), while others are not in their proximity, however these neighbouring cracks 
still capture the attention of an onlooker through their prominent size. 
Very often there is a close relationship between image and surface as the cracks 
frame the images, delineating areas for the placement of the motifs or serving as 
"ground !ines" which anchor the motifs on the rock surface For exarnple, at tbe 
Diamond Lake site, the back of the Unique Anthropomorph is parallel to tbe crack 
immediately above it, while the Homed Serpent is placed between two vertical cracks 
(Appendix C, pages 498-499). At the Matagamasi Lake 1 site, the large 
anthropomorph "stands" on a crack while bis left arm follows a crack. A crevice 
above its head is the source of seepage wbich flows down across its body and 
delineates a triangular darker area (Appendix C, pages 533-534). In other instances, 
the fault in the rock provides a point of emergence for the motif. For example, at 
Whitewater Portage (Panel 2) and at Matachewan Lake 1 (Panel 1) the tips of series 
of vertical parallel !ines seem to emerge from cracks (Appendix C, pages 472 and 
526, bottom pbotograph). 
On otber occasions, cracks are not directly related to the images as they do not touch 
or frame them. Y et, they are especially outstanding, separating panels or who le 
sections of the cliff. For example, on Lake Ternagarni, at the Baie Jeanne site, a large 
vertical fissure di vides panels 1 and 2; and at the Lake Temagami Pictograph (Area 1) 
a great vertical eroding dyke to the right of the painted area is home to a cedar tree 
(Appendix C, pages 383, 396). On Lake Anima Nipissing, at the Anima Nipissing 
Pictograph (Area 2) a large crevice runs across the base of the entire cliff, giving the 
impression of an upper suspended imposing mass and at the Sbady Grove site, a deep 
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triangular vertical crack transects the cliff (Appendix C, pages 462, 465). 
Matachewan Lake 1 bas a horizontal prominent crack tbat cuts through panel 1, wbile 
another deep crack is located near panel 3 (Appendix C, pages 525 , 527). The 
Tbunderbird Rock Pictograph site is located on a large boulder that is split in half- as 
ifby thunder (Appendix C, page 505). 
Calcite or silica drips were present at 28 of the 59 sites. The presence of this mineral 
layer manifested itself from a few streaks ( e.g. Portage Bay 1, Granny Bay Pictograpb 
[Area 2] , Chris Willis 1) to substantial deposits covering large areas. In some 
instances, the calcite was near the pictographs (e.g. Crowrock Bay, Trout Cliff, Shady 
Grove) but in others, the pictographs were painted over the drips (e.g. Wbitewater 
Portage, Matachewan Lake 1) and were encased in the mineral matter ( e.g. Mathias, 
Matagamasi Lake 1, Wapus Creek). This latter phenomenon was especially 
prominent at the Deer Island (Area 2) site, where the images are hard to discern 
between the white layers of the mineral deposits (Appendix C, page 419). 
Quartz veins were rare and observed only at two sites : Sbarp Rock lnlet 2 and Bear 
Island Pictographs. However, these veins were massive, running for a considerable 
distance the length of the rock outcrop. They were not directly associated with the 
images (Appendix C, pages 388 and 408). 98 In two cases, unusual circular mineral 
inclusions were observed at the Sbining Rock (Area 1) and the Matagarnasi Lake 1 
(Panel 4) sites in close proximity to the pictographs (Appendix C, pages 444 and 
535). 
98 Quartz veins were very rare at rock art sites. A more systematic study of rock outcrops should 
be undertaken to comprehend if the veins ' occurrence at rock art sites is limited by these mineral 
inclusions ' rarity in the area or if their presence was disregarded. Such a study would entai! a 
systematic examination of ail the rock outcrops in the Temagarni area - those that have rock art and 
those that potentially could have been used for rock art creation. The sheer extent of the area to caver 
renders this endeavour impossible at this time. 
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Ledges were present at 18 sites. Depending on their size, ledges offer places to sit or 
stand when painting, as well as a place where one could sertie for a vision quest. In 
sorne cases, the ledges were small (e.g. Diamond Lake, Doorstep Pictograph), barely 
allowing one to sit or stand. Such ledges can disappear when water levels are higher. 
At other sites, ledges were large and easily allowed a person to lie down and move 
around (e.g. Devil's Ledge [Area 1) , Anima Nipissing Pictograph [Area 2]) 
(Appendix C, pages 436 and 462). At the Crowrock Bay site on Lake Anima 
Nipissing, the imposing rock seree that runs the length of the cliff can accommodate a 
large group of people without difficulty (Appendix C, pages 484, 485, 487, 490). 
However, a ledge is not necessary to paint from. Creating the site on a windless day 
from a stable canoe or in the winter from ice would not require a ledge. 99 Similarly, 
as previously mentioned, ledges are not always necessary for vision questing. 
Overhangs were present at 37 sites. At the Devil's Ledge (Area 1) site, the massive 
overhang on which the majority of the pictographs were painted creates a unique 
cave-like formation (Appendix C, page 436). Other sites wbere pictographs were 
executed on overhangs are the Whitewater Portage (Panel 7), Shining Rock (Area 1, 
Panel 1) and Matachewan Lake 1 (Panel 1) (Appendix C, pages 443 and 473). 
Overhangs are recognised for creating visual and acoustic effects. Overhangs were 
the canvas for some spectacular ligbt displays when sun-lit water reflected onto them. 
These light displays were observed at the Little Bear, Racoon Bay 2 and Lake 
Temagami Pictograph (Area 1) sites (Appendix C, pages 391 and 400). However, 
overhangs are not always necessary for light reflections. At the Mathias and Lake 
Temagami Pictograph (Area 2) sites, light reflections were observed on the surfaces 
where the pictographs are located. In the case of the Lake Temagami Pictograph 
99 A number of sires were most likely made from canoes while sitting as the images are at the 
appropria te leve] (e.g. CfHa-3, Cffia-5, CfHa-6, Cffia-7, CfHa-8, CgHa-1 0, CgHa-22, CgHb-1 , ChGx-
3, CkHd-1). ln other cases, the images were either painted whi1e standing in a canoe or from ice 
(ChGx-4, CgHa-8). 
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(Area 2), the surface ofthe rock face is shghtly inclined towards the lake. No acoustic 
effects due to overhangs were observed. 
The col our of the cliff, its particular shape and the presence of other geomorphologie 
peculiarities were also recorded. These observations are also located in Appendix E, 
the latter two in the section "Other distinctive feature(s). " The cliffs' colour ranged 
from dark grey to beige, however some rock outcrops stood out in particular. This 
was the case at the Shining Rock (Area 2), Diamond, Chiniguchi and Stouffer Lakes 
sites where the cliffs range from white to a whitish-grey (Appendix C, pages 446-
450, 494, 539, 544). 
The shape of the cliffs can be arresting. Contrasting surfaces created by massive 
portions of the rock spalling help to create a distinctive "feel" for the site. In such 
instances, it seems as if a knife was applied to a malleable rock, cutting away a rough 
and rounded, lichen overgrown portion and revealing a smooth different-coloured 
surface with sharp edges. This "eut" look was observed for example at the Diamond 
Lake, Whitewater Portage and Greyrock sites (Appendix C, page 494). Conway and 
Conway (1990:11) have referred to such vertical cliffs as '"eut-rock' - powerful 
places where earth's energies were exposed." Some cliffs are rounded and they evoke 
in form beaver lodges (Bear Island sites, Anima Nipissing Pictograph [Area 2] , 
Whitewater Portage) (Appendix C, pages 388, 390, 462, 470). Other sites are located 
on angular pillar-like rock surfaces (Windy Arm, Sharp Rock Inlet 2, Anima 
Nipissing [Area 1], North Arm Pictograph 1) (Appendix C, pages 408, 482) . The 
pictographs at the Portage Bay 2 site were painted on a light-grey diamond-shaped 
rock surface tucked away between darker arch-like overhangs (Appendix C, pages 
403 -404). A most peculiar site is the Turtleshell pictograph where the pictographs are 
placed on a turtle effigy rock (Appendix C, page 420). Pictographs created on effigy 
rocks are rare and they tend to emphasize the features of the effigy ( e.g. eyes ). Here, 
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however, only two parallellines are located under an overhang creating a unique site 
in the Canadian Shield. 
The approximate heights in meters for the rock outcrops are presented in Table 4.6. 
Once more, information for Lake 1895/ Yorston River and for Granny Bay (Area 1) 
pictograph sites was not available. Only three sites are located on outcrops that are 
less than 2m high including the Northwest Arm pictograph located on a small boulder 
around 50cm in height. While most outcrops are between two to ten meters high, 
some sites are located on very high cliffs that reach 20 to 40 meters in height. In sorne 
instances, the cliff on which the pictographs are located is part of a much higher 
mountainous bank which is often overgrown with trees and bushes, thus further 
drawing attention to the seemingly average outcrop (e.g. Ferris Lake, Shady Grove) 
(Appendix C, page 547). The height of outcrops used depends on the availability of 
suitable cliffs and potential surfaces for painting. While sorne high cliffs do not bear 
pictographs (Lake Temagami), in other cases most of the tallest cliffs on the lake are 
also rock art sites (Lake Anima Nipissing). In general, there clearly is a preference for 
noticeable cliffs. 
Effigies are found at a few sites in the Temagami area. Face-like effigies created by 
overhangs can be found in the rock profile at the Crowrock Bay site (Appendix C, 
pages 492-493) and the Greyrock site. The most famous effigy rocks, the 
Grandmother and Grandfather Rocks are located near the Mystery Rock pictograph 
site on Obabika Lake (Figure A.49) (see Chapter VI). At the Bear Island Pictograph 
site in the heart of Lake Temagami, two freestanding rocks are located to the right of 
the cliff. It is possible that these boulders were assigned the status of sacred rocks 
(Appendix C, page 388). Around 40m north of the Wasaksina Lake pictograph site, 
there is a rectangular rock shelf (an elevated ledge framed by two standing stones) 
located near a prominent crack. This shelf might have served as an area for the 
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deposition of offerings (Appendix C, page 386). Other features near rock art sites that 
rnight have been of importance are the presence of falls and rapids. The Wapus Creek 
and the Helen Falls sites are located near falls (Appendix C, pages 511 -512). Prior to 
raised water levels of the Lady Evelyn Lake, the Diamond Lake site, as well as the 
drowned Lady Evelyn Lake Pictograph and the drowned pictographs near 
Mattawapika were located near falls. The Matabitchuan site was located between two 
rapids. 100 
Table 4.6 Outcrop heights in meters in the Temagami area 
Outcrop heights in meters in the Temagami a rea 
Height (rn) Frequency Relative Frequency (%) 
0-1.9 3 5.1 
2-3.9 15 25.4 
4-5.9 14 23.7 
6-7.9 11 18.6 
-
8-9.9 4 6.8 
-
10-11.9 4 6.8 
-
12-13.9 1 1.7 
~r-
14-15.9 2 3.4 
----
20-40 5 8.5 
TOTAl 59 100.0 
100 After the construction of a dam and the creation of Fourbass Lake, the rapids on the 
Fourbass end became a swift due to elevated water levels (Bi ll Buchan, persona! commmtication 
2015). 
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4.4.5 Rock art sites and salience 
Salient cliffs attract greater attention becoming landmarks that can act in various 
contexts of engagement as places of spiritual power, beacons in navigation or anchors 
for group meetings. The material properties of a rock art site are thus capable of 
generating various opportunities for action. Most of the rock art sites in this study are 
salient to a lesser or greater degree. A number of sites are noticeable due to the cliff's 
height, colour or shape. Various sites are also striking because they combine a 
number of these characteristics. For example, the Crowrock Bay site is located on a 
soaring jagged cliff, streaked with prominent white precipita te, enhanced with effigy 
faces and massive seree. At the Whitewater Portage site the dome-shaped cliff, 
dabbed with white precipitate, stands out sharply from the surrounding low shore, 
which is overgrown by trees and bushes. On Lake Temagami, Sharp Rock lnlet 2 is 
located on a pillar-like section of a high cliff through which a thick quartz vein cuts. 
Other especially salient cliffs are those at Longpoint Lake (Area 1) site; the 
Matagamasi Lake 1 site; the Matachewan Lake 1 site and the Wapus Creek site. At 
sorne sites, (Diamond Lake, Ferris Lake, Matabitchuan River, Matachewan Lake 1, 
Longpoint Lake [Area 1], Matagamasi Lake 1, Lake Temagami Pictographs [Area 2]) 
the images are bright and noticeable from a distance. 
However, there are also sites that are inconspicuous due to the seemingly indistinct 
cliffs. Sorne of the pictographs in Lake Temagami 's North Arm are faint and located 
on rocks that relative! y are not particularly visually arresting ( e.g. CgHa-9, CgHa-1 0, 
CgHa-20) (Appendix C, pages 410, 411 , 414). Others are located on long series of 
tall cl iffs, however the images are small and the sites difficult to locate ( e.g. Cfl-Ia-7, 
CgHa-22) (Appendix C, page 402) . Matagamasi Lake 2 and Longpoint Lake (Area 2) 
are located on small, unremarkable cliffs, even more so since prominent cliffs with 
pictographs are located in their vicinity (Appendix C, pages 523 and 538). The 
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Makobe Lake site is located between two larger and striking cliffs. Finally, the small 
boulder at the Northwest Arm pictograph, hidden by branches of the nearby cedar 
tree blends into its surroundings and does not hint at the presence of a pictograph 
(Appendix C, page 412). 
4.4.6 Rock art and other archaeological sites 
The distribution of archaeological sites was also examined in relation to rock art. On 
Lake Temagami, sites of cultural interest (pre- and post-contact) dot the entire lake 
(Figure A.34, Table 4.7) . Though archaeological sites are documented especially in 
the lake' s hub, consultation of Macdonald's (1985b) map regarding the location of 
ancient campsites reveals that only two sites were tmly isolated: the Mathias site 
(CgHa-38), and likely the destroyed Cffia-10. On Lake Obabika, archaeological sites 
were reported especially in the northern half of the lake where pictograph sites 
Mystery Rock (CgHb-3) and North Rock (CgHb-11) are located (Figure A.35). In the 
south, all of the pictograph sites have ancient campsites located less than 2km away. 
The available evidence indicates that rock art sites were not such an isolated 
phenomenon, at !east not the ones on major lakes. Since larger lakes would be more 
suitable for substantial aggregations (e.g. summer camps), rock art sites bad a higher 
chance to be near other archaeological sites. 
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Table 4.7 Archaeological, sacred and rock art sites on Lake Temagami 
Archaeological, sacred and rock art sites on Lake Temagami 
Borden Archaeological site in proximity Sacred site in Ancient campsite 
Pictograph site 
number ( S2km) proximity in proximity ( S2km) 
Baie Jeanne Pictograph CeHa-1 n/a nf a x 
Bear Island Pictograph CfHa-3 posH::ontact habitation x 
-----
little Bear Pictograph CfHa-5 post-contact habitation x 
-
Lake Temagami Pictograph CfHa-6 High Rock Island x 
-
Portage Bay 1 Pictograph CfHa-7 short term camp (CfHa-9, CfHa-37) High Rock Island x 
-
Portage Bay 2 Pictograph CfHa-8 short term camp (CfHa-9, CfHa-37) High Rock Island x 
-
Sharp Rock lnlet Pict ograph 2 Cg Ha - short term camp (CgHa-33) x 
-
North Arm Pictograph 1 CgHa-8 x 
- 1-
North Arm Pictograph 2 CgHa-9 x 
- 1- -
Sealrock Point Pictograph CgHa-10 short term camp (CgHa-24) x 
n/a nf a 
-~ 1- -
Northwest Arm Pictograph CgHa-19 x 
1-
--Doorstep Pictograph CgHa-20 x 
-
Low Rock Pictogra ph CgHa-21 large habitation (CgHa-7) x 
Grandmother Rock, -
Granny Bay Pictograph CgHa-22 Devil 's Mountaln, 
Devil 's Island x 
-
Deer Island Pictogra ph CgHa-23 short term camp (CgHa-34, CgHa-35) x 
-
~urtleshell Pictograph CgHa-25 n/a nf a x 
Grandmother Rock, -
Trout Cliff Pictograph CgHa-27 Devil 's Mountain, 
Devil 's Island x 
Shoal Bay Pictograph CgHa-28 large habitation (CgHa-1, CgHa-6) x 
..... 
Racoon Bay 1 Pictograph CgHa-29 x 
1- -
Racoon Bay 2 Pictograph CgHa-30 x 
1- -
Mathias CgHa -38 
1- -
Obabika lnlet 3 CgHa-41 n/a n/a x 
Obabika lnlet 2 Pictograph n/a n/a 
1--- ~· 
CgHb-6 x 
4.5 Chapter summary 
This chapter described the methodology undertak:en for the present study. The criteria 
used to define sites associated with various functions were described. Furthermore, it 
was proposed that public and private sites were present in the Temagami area. The 
fieldwork and the subsequent organisation of the data were also described. The data 
was analysed at the lev el of images, panels, si tes and of the landscape. Images consist 
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especially of the so-called abstractions that account for 74.6% of images in the area. 
Among these, it is especially various combinations of !ines that predominate, 
accounting for 43 .5% of ail the images in the area. Figurative imagery is infrequent at 
pictograph sites, however it dorninates at the only petroglyph site. Around 70% of 
pictograph sltes contain one to ten motifs and only four sites have over thirty motifs. 
Pictograph sites are more numerous in the heartland, especially on large lakes, and 
more sparse near the territorial boundaries. In general, sites with a larger image count 
tend to be located near the boundaries of n 'Da ki Menan , as well as along a northeast-
southwest axis that cuts through the territory and incorporates Lake Obabika, the 
northern section of Lake Temagarni (Obabika Inlet), Diamond Lake and Lake Aillma 
Nipissing. Pictograph sites on Lake Temagarni, though numerous, tend to be small. 
Diversity of images is found especially at larger sites near territorial boundaries, as 
well as at the Diamond Lake site in the heartland of the terri tory. Though larger sites 
tend to have more diversified images, there are also exceptions, such as the Obabika 
Inlet 2 site, located on Lake Temagami. While the meaning of the images is not 
addressed in this thesis, the pictorial content can still give elues to the functions of the 
sites. For example, rare and abstract images Iikely point to specialised knowledge 
possibly associated with medicine men. A great variation of image types points to 
diverse messages that (depending on the location of the site) could be aimed at a 
varied audience. The presence of larger sites can point to places suitable for 
communal rituals. Y et, images are not enough and the sites have to be exarnined 
within their landscape context. 
Landscape attributes examined included geomorphologie characteristics (quartz 
veins, cracks, ledges), the colour, shape and height oftbe chff, as weil as the presence 
of effigies. These characteristics not only can shed light on the spiritual charge of a 
site, but also on its physical salience. While sorne sites were particularly salient, 
others were inconspicuous. Pronounced salience can indicate sites associated with 
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communal rituals or navigation. Finally, the relation between archaeological sites and 
rock art sites was examined on Lakes Temagami and Obabika. In both cases, sites 
were rarely removed from archaeological or sacred sites. However, the data comes 
from large lakes that were suitable for substantial episodes of aggregation, hence the 
lack of isolation. The relation between habitation sites and rock art sites can point to 
places where communal and individual rituals were held. 
This concludes Part II that set the tone for this study and presented the raw data. The 
next two chapters will contextualise these findings by discussing animism among 
Algonquian-speaking peoples, the manifestation and importance of relations, as weil 
as the role of art in maintaining relationships (Chapter V) and by examining how the 
various rock art functions could be manifested in the landscape (Chapter VI). 
PART III 
RELATIONS, ART AND LANDSCAPES 
CHAPTER V 
RELATIONS, ART AND AGENCY 
Part III presents contextual material on animism, art and landscapes that cornes from 
ethnographie and ethnohistoric sources. Chapter V discusses the importance of 
relationships for the animic Algonquian-speaking peoples. It provides examples of 
relationships sustained between animate entities and of behaviours and practices that 
maintain them. A discussion on the role of art as a mediator and subject within the 
wider field of relations that concludes this chapter helps to contextualise rock art ' s 
role in cultivating relationships. Native art is best apprehended as "performance" 
(Vastokas 1992). What is depicted, the materials used in manufacture and the 
artwork' s engagement in the ritual-based lived-experience all had a bearing on the 
relational circle and the agency of art. Examples of art used for recording dreams and 
visions and participating in hunting rituals, religious ceremonies and feasts are 
provided in arder to illustrate the argument. The discussion then shifts to an 
examination of the agency of images in arder to open up the possibilities for the 
animacy of rock art images. lt is argued that rock art images, akin to tbose created in 
other media, bad the capacity to act in sorne contexts, as sorne accounts of hunting 
magic, sorcery and curing demonstrate. 
The discussion is built around concepts and examples taken from the vanous 
Algonquian-speaking peoples of the Canadian Shield: the Innu of northern Québec; 
the Algonquin of Québec and Ontario; the Odawa of Lake Huron; the Nipissing of 
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Lake Nipissing; the Ojibwa whose lands stretch from northern Ontario west into the 
Prairies and south into Michigan, Wisconsin and Minnesota; and the Cree whose 
lands stretch from northern Québec to northern Saskatchewan and Alberta (see Helm 
1981 ; McMillan and Yellowhorn 2004; Trigger 1 978). 
It bas to be noted that names such as Ojibwa and Cree are misleading umbrella 
designations that can falsely project cultural homogeneity. At contact, Algonquian-
speaking peoples consisted of numerous small, mobile and loosely structured bands, 
which shared closely affiliated languages and cultural pattems.101 These bands, 
centered on nuclear and extended families, were receptive to outside cultural 
influences; bence a "métissage" of cultural traits was present in elements of their 
material and immaterial culture. There existed a plethora of endonyms and exonyms 
for these groups that referred to the groups proper, but also to clans and geographical 
places. In many cases, various narnes were used for the same group or a number of 
groups were subsumed under one name. In other cases, new designations were 
created or appellations were abandoned as groups merged, split or became extinct 
(Dawson 1987; Greenberg and Morrison 1982). The contact period was a time of 
great social upheaval. Epidemies, warfare and the fur trade caused tribal movements 
and dispersions, while increasing pressures on the land were created by the 
encroaching colonial powers. Group movements, fission and fusion led to the 
emergence of new identities and the disintegration of others. For example, since the 
end of the seventeenth century, a process of unification of various bands into the 
Ojibwa has been in place fostered by communal ceremonies (e.g. Feast of the Dead), 
marriages and military and trade alliances (Schenck 1997:37-54). This common 
identity, encouraged by linguistic and cultural similarities, is on the rise. However, 
101 Rogers (1969:46) defined a band as: 
a loosely structured unit witb a patrilineaJ bias, comprising seventy-fi ve to a bundred and 
twenty-five people, inhabiting a drainage basin alone or in conjunction witb other sucb 
groups, uniting during the summer on the shores of a lake within the territory and 
dispersing for the win ter in groups to hunting areas . 
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these days it is subsumed under the appellation Anishinaabeg which means "First 
People" (McMillan and Yellowhorn 2004:109). 
5.1 Social relations and the clan system 
Social relations among people were regulated through established attitudes and rules 
of behaviour inherent in the extended kinship network. Mutual help and familial ties 
were stressed in these interactions. The kinship network consisted of the extended 
family and the clan (Hallowell 1992:44-59; Peers and Brown 2000). The exogarnous 
patrilineal clan system was composed of totems bearing names of animais, birds and 
fish such as Bear, Beaver, Crane, Eagle, Sturgeon and Pike (e.g. Bishop 1989; Tanner 
1830:313-314; Warren 1984[1885]:41-53). Among the people ofTemagarni, Speck 
(1915b: 13-15) recorded the existence of fourteen families of which twelve seem to 
have been original to the area. The totems, shared by sorne farnilies , were: Loon, 
Caribou, Rattlesnake, Kingfisher, Beaver and Porcupine. The Beaver totem was 
introduced from Georgian Bay and the Caribou totem from Mattagami, while the 
Porcupine totem was introduced from "[a]n outside farnily of Saulteaux [Ojibwa] or 
Cree blood" (Speck 1915b: 18). 
Toternism was first described among the Ojibwa by the eighteenth-century trader 
John Long (Long 1922:110-112). The clan system might have emerged among the 
Ojibwa in the seventeenth century and bas spread through their migrations (Peers and 
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Brown 2000:534). 102 Information obtained in the twentieth century indicated that 
totemic clans were absent arnong the northem Algonquin, nortbern Ojibwa and Cree 
and for the most part there was no recollection of it ever existing among these people 
(MacPherson 1930:79-80; Rogers 1969:29-30; Skinner 1911 :56; Speck 1915c: 304-
305, 1917, 1927:249, 251). 
The clan system ensured that relations were maintained between members of different 
bands (as clan members did not necessarily reside in the sarne place) and assured that 
hospitality and assistance was extended to its members ( e.g. Blair 1911-1912: 1:63-
64; Cameron 1890:247; Radin 1928:666; Tanner 1830:313). Francis Pegahmagabow, 
a Parry Island Ojibwa (Georgian Bay, Ontario) interviewed by Jenness (1935: 8) 
declared that: 
My clan is the caribou. 1 have never visited Temogami, but 1 have beard 
there are caribou people there also, and if ever I wish to spend a winter in 
that district I shall seek them out and ask them to use their influence with 
their band so that it will assign me a good hunting-ground. They are my 
relatives and will certainly help me. 
Totems were also essential in maintaining Anishinaabeg persona! and collective 
identity and they were a source ofpride (Bohaker 2010a, 2010b). Various documents 
signed between Indigenous people and the colonial powers in the eighteenth and 
nineteenth centuries (e.g. treaties, petitions) bear signatures in form of totem marks, 
painting to the political importance of this institution (Bohaker 2010a, 2010b; 
102 It is generally accepted that Long described the guardian-spirit complex instead oftotemism. 
The exact definition of the tenn totem (variously spelled as toodaim, nindoodem or indoodem) is 
debated. For example, both Jones (1861:138) and Cuoq (1886:312) translate it as "tribe," while 
Bohaker (2006a: 6) and Peers and Brown (2000:53 1) give the translation "my clan." Speck (1915b: 7) 
translates nto'te'•m as "my kin ." Tbe term indoodem among Ojibwa north-east of tbe Berens JQ ver 
drainage means "my friend" as clans are absent (Peers and Brown 2000:534). Vecsey (1983:78-79) 
ref11tes tbat totemism was a form of religion as totems were not worsltiped and were not other-than-
human persans. Totems functioned in regula ting relationships between people. 
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Guillaud et al. 2001 ; Havard 2001 ). Totems also linked people with places. For 
example, totems were depicted on posts in villages (Odawa) (Assikinack 1858: 119). 
Sorne totems were prevalent in certain areas, as was the case of the Crane associated 
with the Sault Ste. Marie region (Schenck 1997). Places associated with apical 
totemic an ces tors created another link with the territory (Blair 1911-1912: 1:62-63; 
Bohaker 2010b: 99). 
5.2 The wider circle of relations : from anirnate to other-than-human persons 
According to Aigonquian animic beliefs, there are no clear distinctions between the 
sacred and the secular, and the natural and the supematural (Brown and Brightrnan 
1988; Hallowell1976[1960] , 1992:63-64, 81 ; Preston 2002). The universe is divided 
into various layers. Above the earthly plane, which is envisioned as an island, there is 
the Upperworld, while beneath it are the Underworld and Underwater realrns 
(Hallowell 1992:74; Smith 1995:44-47; Vecsey 1983:72). It is an animated and 
numinous universe that people share with other-than-human persons, animais and 
plants. Anirnate beings are endowed with souis and they comprise people, other-than-
human persons, animais, plants, stones and sorne impiements such as kettles or 
hatchets (e.g. Brightrnan 1993; Hallowell 1992:78-79, 85; Jenness 1935:18-22; 
Thwaites 1896-1901 :6:175 , 177). This animated state of the universe is reflected in 
Algonquian languages that make a grammatical distinction between animate and 
inanimate genders. While most rnateriai culture is included in the latter category, 
sorne objects, and especially the spiritually powerful objects, such as drums and 
pipes, as well as stones, wind, other-than-human beings, plants, animais and humans 
are included in the animate category (Baraga 1850; Craik 1982, Hallowell 1992:61 ; 
Schooicraft 1847:266-288). 
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Members of the animate category are alive because they have "power." Power is the 
ability to influence, to act and to be in control of one's life. Power is in constant flux 
within the uni verse and there are different kinds of power. There are sorne beings that 
are always powerful ; others possess power sporadically, while in others it is dormant 
Nevertheless , the potential for power exists in almost anything that humans might 
cross on their path of !ife. Power tends not to be overtly displayed; one does not know 
if the entity encountered is powerful or not As a rule, a respectful behaviour is 
practiced in arder not to offend a potential powerful being (Black 1977a; Black-
Rogers 1982). 103 Power manifests itself in actions and events. Events are explained in 
personalistic terms: someone who has power is responsible for them. Impersonal 
forces are non-existent Thus, thunderstorms are the doings of the other-than-human 
persans known as Thunderbirds. The capacity for metarnorphosis is a strong 
indication of power and an animal might be a transformed medicine man. Power, 
which is distributed unevenly an1ong various non-human and human persans, 
manifests itself in the interpersonal relational engagement between different beings 
(Black 1977a; Black-Rogers 1982; Cameron 1890:262; Hallowell 1976[1960] :381 -
382; Rogers 1994:330-331). 
Hallowell (1955, 1976[1960], 1992:61 -65) coined the term "other-than-human 
persans" to designate a class of beings within the animate category who are 
considered "persans" by virtue of being animate and endowed with consciousness, 
causality, intentionality, agency and spiritual powers. They also share with humans a 
common set of values (e.g. reciprocity). Other-than-human persans ' physical 
appearance (whether zoomorphic, avian or anthropomorphic) is incidental and 
changeable, thus inviting ail fonns of metamorphosis . Personhood among 
103 One way to show a reverent behaviour was to address a powerful being by circumlocutions. 
For example, a bear would be addressed as "crooked tail" or "black one" or "grandfather" among the 
Rock Cree (Western Cree) and "black meat" or "short tail" among the Eastern Cree (Brightman 
1993: 113-115; Flannery and Chambers 1985:7). 
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Algonquians is more inclusive and among the other-than-human persans there are 
natural forces (winds), celestial bodies (moon, sun), anthropornorphic, zoomorphic or 
avian beings, ancestors, myths , sorne stones, sorne animais and plants and sorne 
abjects such as medicine bundles ( e.g. Zedefio 2008b, 2009). 
Other-than-human persans tend to be associated with particular layers of the universe 
(e.g. Blair 1911-1912:1:52, 54; Thwaites 1896-1901:50:285). The seventeenth 
century explorer Nicolas Perrot thus described these beliefs where the various beings 
are acknowledged, especially through the medium of dreams: 
They bave also many otber divinities, to whorn they pray, and wbom they 
recognize as sucb, in the air, on the land, and within the earth. Those of 
the air are the thunder, the lightning, and in general whatever they see in 
the air that they cannot understand - as the moon, eclipses, and 
extraordinary whirlwinds . Those which are upon the land comprise all 
creatures that are malign and noxious - especially serpents, panthers, and 
other animais, and birds like griffms; they also include in this class such 
creatures as have, according to their kind, unusual beauty or deformity. 
Lastly, those that are within the earth, [especially] the bears, who pass the 
winter without eating, and are nourished only by the substance which they 
obtain from their own navels, by suck:ing; the savages [sic] pay the same 
regard to all the animais that dwell in caves, or in holes in the ground, and 
invoke these whenever they bave, while asleep, dreamed of any of these 
creatures (Blair 1911-1912: 1:49). 104 
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Among important other-than-human persons there is Kitche Manitou, 105 the sexless 
and benevolent Supreme Being known as the "Creator" or "master of Life" ( e.g. 
Brown and Brightman 1988:36, 107-108; Johnston 2008[1976]). The Algonquian 
culture-hero is known as Nanabush (Ojibwa) or Wisahkecahk (Cree, Algonquin). In 
the Temagami area he is known as Nenebuc. Nanabush created the Earth after the 
mythical deluge, introduced various inventions, transformed animais into their 
present physical fom1 and taught various skills to humans, such as fishing ( e.g. 
Brown and Brightman 1988:44-49, 108; Chan1berlain 1891 ; Speck 1915a). Among 
the beings of the Upperworld are the four Winds which are considered to be brothers 
(Brown and Brightman 1988:112; Hallowell 1992:66, 74) and the Thunderbirds 
(Animikeek, pinesiwak), large raptor-like creatures whose enormous wmgs cause 
thunder and swirling winds while blinking eyes cause lightning ( e.g. Chamberlain 
104 The descriptions of Indigenous peoples, their beliefs, their image making practices and their 
perceptions of landscapes (Chapter VI) left by missionaries and explorers are often racist and they 
promulgate the stereotypes of the "Noble Savage," "blood-tbirsty Indian" or the "superstitious Indian" 
(Francis 1992). These accotmts, believed to be firsthand and empirical, successfully establish a 
relationship of power where the active and articulate Euro-Canadian describes the passive and 
unintelligible lndigene (Banks 1998:1 0). Reinforced by these accounts, the misconceptions about 
Indigenous people persisted because they participated within a wider Euro-Canadian 1 American 
discourse on morality, society and civilisation (Jaenen 1982). These descriptions also catered to the 
expectations of Euro-Canadian readers. As MacLaren (1988) demonstrates, travel literature of the 
eighteentb and Iùneteenth centuries was heavily controlled by publisbers who ensured that these 
narratives corresponded to the tastes of the reading public. Tlùs goal was often achieved through the 
practice of employing ghost-writers. For example, the journal of the painter Paul Kane was heavily 
edited by such a writer and "the tone, the style, the degree of sophistication of the narrator's persona, 
the chapter divisions - indeed, everytbing but the facts - differ very much indeed" (MacLaren 
1989: 11 ). Kane's description oflndigenous people has been altered in order to reflect the dicbotomy 
between the civilised Victorian gentleman and the Savage (MacLaren 1989:14). In another example, 
Schoolcraft altered Ojibwa oralliterature in order to establisb lndigenous narratives as "true literature" 
and thus, render them more receptive to the Euro-American audjence (Clements 1990). 
105 There are various spellings of tlùs and subsequent names wbich are not alluded to here. 
- ----------------
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1890; Smith 1991 , 1995). Thunderbirds are viewed positive! y, however sometimes 
they could be responsible for human death (e.g. Jones 1916:384). 
Thunderbirds' enemies are the Underwater creatures such as Mishipeshu or Water 
Lynx and the Sea Serpents or Horned Serpents. Though opposing, tbese two classes 
of other-than-human beings, are complimentary forces. Underwater creatures are 
usually perceived as evil and they are feared (e.g. Brown and Brightrnan 1988:108-
110; Jenness 1935 :35-36; Jones 1861 :85-86; Vecsey 1983 :74-75), especially 
Mishipeshu because "he has a large tail ; and wh en he goes to drink the waving of his 
tail stirs up bigh winds, but when he switches it sharply it rouses great tempests" 
(Blair 1911-1912:1:59-60). However, Underwater beings have been known to help 
humans (e.g. crossing a lake on their backs) (e.g. Radin 1924:501-502; Speck 1915a: 
71). Y et another important set of beings are the "owners" of animais and fishes, also 
known as Masters of animais. These beings are in charge of various species of 
animais, protecting and controlling them. They are invoked in order to assure a 
successful hunt because it is only through their permission that animais can be killed 
(e.g. Hultkrantz 1961, 1983; Tanner 1979). Similarly, there were "owners" ofvarious 
herbs which were used as medicines and of trees ( e.g. Copway 1850: 153 ; Hallowell 
1992:62; Jenness 1935:22-23). 
The maymaygwaysiwuk (plural) are anthropomorphic hairy dwarfs. One of the 
earliest accounts of these beings describes the "Memogovissiouis [as] marine People 
somewhat like the fabulous Tritons or the Sirens, who always live in the water and 
have long hair reaching to the waist" (Thwaites 1896-1901:54:157). Some accounts 
describe them as having narrow faces (Innu), being devoid of a nose (Ojibwa) or 
speaking with a nasal twang (Algonquin) . These mischievous beings, steal fish from 
the nets, paddle in stone canoes and reside in cliffs on the shores of lakes and rivers 
(e.g. Cuoq 1886:213 ; Hallowell 1992:64; Jenness 1935:42; Jones 1861:156-159; 
173 
Morrisseau 1965; Speck 1925: 12). These beings are also present in the Temagami 
area (Dewdney 1959b: 25 ; Speck 1915a: 82). 
Not ali animate entities are other-than-human persons. There are certain criteria for 
conferring anirnacy and personhood on the elements of the environment, such as 
movement, capacity for speech, a peculiar smell, physical salience and 
anthropomorphism (Bird 2007:129-130; Hallowell 1976[1960], 1992:64; Ingold 
2000:97-106; Radin 1914a). Stones can be perceived as alive if they have been seen 
to move (Kohl 1985[1860]:59; McKenney 1827:402). The capacity for speech is 
present in Thunderbirds who reveal thernselves through thunder, while the flying 
human skeleton Pagak signais its presence by a weird laughter or a horrifying hallow 
metallic sound (Bird 2007; Brown and Brightman 1988:111 ; Hallowell 1955:174, 
180, 1976[1960]:372; Smith 1991). During the shaking tent ritual (described below) 
other-than-human persons rnake their presence known through their manner of 
speaking and language. The nineteenth century fur trader George Nelson provided 
particular examples among the Cree and northem Ojibwa of northeastern 
Saskatchewan. Thus, Makinak, the turtle, the messenger or interpreter during the 
performance, sounded like an old man and delivered a humorous performance in 
Ojibwa or Cree. The Pike, who also joked with the audience, spoke French and the 
Sun spoke English (Brown and Brightman 1988). Stones are also capable of speech 
(Hallowell 1976[1960]:364; Manitowabi 2008). Personhood is also ascribed based on 
the salience of an object or valued properties of its materiaL For example, a stone that 
is particularly srnooth or coloured is alive (e.g. Hallowell 1992:58; Keating 
1824:1:304, 2:153; Kohl 1985[1860] :62-64; Smith 1932:344). 
Anthropomorphism is a trait often invoked in connection with anumsm. An1ong 
Algonquian-speaking people, anthropomorphism was incidental and therefore, not 
essential for conferring the status of other-than-hurnan persons (Hallowell 
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1976[1960]:368-369). However, stones that resemble humans or animais, can be 
perceived as alive (e.g. Hallowell (1976[1960]:363) Anthropomorphising also 
manifests itself in the belief that other-than-human persons can appear in a human 
form (e.g. Brightman 1993 :77; Chan1berlain 1890:53) and that they live in human-
like societies and engage in activities similar to human orres (e.g. Brightman 1993:41, 
47; Clément 1991 ; Hallowell1992:66).106 
Traditional Algonquian religion is persona! and empirical. Personal expenences 
(whetber awake or in drearns) ratified by communal experiences (e.g. conjuring 
performances), myths and traditional knowledge, maintained anirnic conceptions 
(Hallowell 1934; Vecsey 1983:4-5). As Hallowell (1934:393) observed "[e]xperience 
and belief must be harmonized if beliefs are to be believed." The status of an other-
than-human person depends ultirnately on the context of relational engagement witb 
humans (Black 1977b; Hallowell 1976[1960] ; Scott 1989). 107 This circurnstantial 
state of personhood is recounted in Hallowell's now-famous example of stones. 
"Since stones are grmatically animate, I once asked an old man: Are al/ the stones 
106 However, in keeping with the concept of perspectivism discussed in Chapter III, this 
antbropomorp1ùsm is not anthropocentric and not a mere projection of buman qualities onto non-
humans. Rather the anthropomorp1ùc essence is irù1erent in animate beings (Viveiros de Castro 1998; 
see Brightman [1993:44-47]) for a perspectivist account of animais among the Cree). Among the hum, 
Speck (1977[1935]:72) recorded that the difference between humans and animais was on the outside. 
A medicine man speaking to animais uses the phrase "you and I wear the same covering and have the 
same mind and spiritua1 strength." Speck was told that this means that arùma1s ar1d bwnans are equa1 
spiritually and tbeir outward appearance is secondary. A story recounted by Jones (1917-1919:2:495-
507) is told from the perspective ofmoose who are visited by manitou humans. 
107 Hailowell (1934:394-395) bas thus explained the nature of Tbunderbirds as being supported 
by the presence of birds and thW1derstorms. 
The belief that Thw1der and Lightning are the manifestations of a buge bawk-1ike bird 
(pinési-) may at first sight seem a preposterous idea, without the slightest empiricai 
evidence in its favor. But consider the following facts . In April, when pinési · frrst 
appears, it inevitably cornes from the south. Tlùs is likewise the month when the birds 
begin to arrive from the same direction. In the fall , thunderstorrns move towards the 
south at the same time that the birds begin to disappear in this direction, following the 
Milky Way wlùch stretcbes across the heavens aimost north and south and called the 
"summer birds ' trail." And tbese birds, like pinési ·, have disappeared by the end of 
October, are absent ail winter and on! y reappear the following spring. 
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we see about us here alive? He reflected a long while and then replied, 'No! But some 
are"' (Hallowell1976[1960]:362, emphasis in original)_ 
Other-than-hurnan persans have powers. They are revered, feared and cherished 
because they ensure hunting success, provide knowledge of medicines or they bring 
on calamities (Vecsey 1983 :72). However these beings are the ultimate sources of 
power and power means life; therefore humans strive to enter into relationships with 
them in order to ensure tbeir human existence. 
The quest for a successful hunt and a life free of disease and misforttme were the 
primordial concerns for the traditional Algonquian-speaking peoples. This state of 
pimadaziwinlbimaadiziwin or Good Life (as it is known among the Anishinaabeg) is 
achieved by following proper moral conduct (e.g. avoiding stinginess and 
inhospitality), respecting taboos (e.g. engaging in culturally-sanctioned sexual 
relations), and engaging in respectful bebaviour and reciprocity towards all of the 
Creation. Hence, it is important to maintain proper relationships with humans, plants, 
animais and especially, other-than-human persans (Gross 2002; Hallowell 
1976[1960], 1976[1963], 1992; Pflüg 1996; Rice 2005). Relationships are sacred and 
they have to be maintained in order to keep the world in balance (Bastien 1993). 
Relations among Algonquian-speaking peoples can be envisioned as a series of 
nested circles, where the individual at the center is surrounded with ever-increasing 
fields of farnily mernbers, clan rnernbers, the tribe, other peoples, ancestors, animais, 
plants, and other-than-human persans, each participating in their reciprocal duties and 
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obligations (Diamond et al. 1994:22-24; Peers and Brown 2000; Pflüg 1996:490). 108 
The designation "our grandfather" bestowed upon other-than-human persans further 
cements their inclusion within the larger kinship system (Gross 2002; Hallowell 
1976[1960], 1992:65). 
5.3 Maintaining relations: Rituals, dreams and medicine men 
Maintaining relations depends on proper behaviour inculcated through oral traditions 
and on conducting proper rituals. Oral traditions are guiding tools for entertaining and 
socialising community members, providing elues to proper conduct, as well as 
teachings (e.g. how to use a plant for medicinal purposes) . There are two types of 
stories. Sacred stories are known as Acaoohkiwin among Rock Cree, âtiyô(h)kan 
among Eastern Cree and aadizookaan among the Anishinaabeg. The protagonists 
include the culture-hero, other-than-human persans, protoanimals and animais that 
behave like humans. These stories are considered to be true and they recount events 
that occurred in a remote timeless period, "long ago," however they provide a link 
with the present, as the other-than-human persans are immortal and they continue to 
interact with humankind, especially in dreams (e.g. Brightman 1989; Brown and 
Brightman 1988:125; Geniusz 2009; Hallowell 1992:73-74, 81 ; Preston 2002:254-
257). 
108 Though otber-than-human persons do not need humans to survive, they need them in order 
to fulfill their role in the circle of relations (Geniusz 2009:57), as this account about forest tires from a 
member ofPikangikum First Nation (Ontario) illustrates : 
The Creator bas taught us ù1at tbere is a match and that is the Tbunderbird (beenaysee). 
When a forest gets too old, it can no longer produce animais. They get tired of eating old 
food. The Creator knows animais cannot continue eating old food. The Creator brings 
fire to the land througb the Thunderbird (Berkes et al. 2009:47). 
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The second type of stories is known as Acimowin among Rock Cree, tépâciman 
among Eastern Cree and dibaaj imowin among the Anishinaabeg. Tbese stories focus 
on recent events whicb involve bumans known directly or indirectly to the storyteller. 
Tbese are stories of bunts and battles, encounters with other-than-buman persans (in 
dreams and in waking life), as well as gossip. Tbese stories can be either true or false. 
Botb types of stories include encounters with non-human powers and the distinction 
between them should not be envisioned as clear-cut but rather as a progression along 
a continuum (e.g. Brigbtman 1989; Brown and Brigbtman 1988:125; Geniusz 2009; 
Preston 2002 :254-257). 
Rituals are an essential conduit for upbolding relations witb living beings and various 
studies bave addressed their manifold manifestations (e.g. Hallowell 1971 ; Hoffman 
1891 ; Tanner 1979; Vecsey 1983). Ritual practices can be individual (e .g. puberty 
vision quest) or communal (e.g. feasts). Sorne are practiced by religious specialists 
(medicine men) for the benefit of an individual (e.g. curing) or of the community (e.g. 
shaking tent). However, the majority of rituals were undertaken by anyone within the 
cornmunity. Life was punctuated by various rituals, some were daily, sucb as the 
moming and evening prayers wbich were offered to the sun (Jobnston 2008[1976]:23, 
136; Jones 1861:84). Sorne rituals were seasonal and were associated witb their 
respective subsistence activities . For example, first fruits feasts were held at the 
beginning of the maple sugar season and feasts were given when first game was 
killed in the fall (e.g. Brightman 1993:220; Densmore 2007[1929]:124). Sacred 
narratives were only narrated in the winter, lest toads 109 and snakes harrn those who 
transgress this seasonal proscription and other-than-buman beings are offended and 
summoned wh en the ir name is uttered (Chamberlain 1900a; Smith 1995:99-1 00; 
Vecsey 1983:84-85). Other rituals were associated wüh liminal life stages, such as 
the puberty vision quest or death rituals, such as the Feast of the Dead (Hickerson 
109 Toads and frogs were associated with bad medicine (Berens and Hallowell 2009:8, 113). 
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1960; Johnston 2003[1982]; Vecsey 1983:111 -113). Rituals were practiced as needed 
in order to appease or acknowledge a superior power. For example, during a 
thunderstorm, a ceremonial pipe smoke would be offered to the Thunderbirds 
(Hallowell 1992:62, 70). Finally, otber rituals were held at times of crises related 
especially with hunting success (e.g. hunting magic) and people's health (Vecsey 
1983:110, 113-114). 
Diverse personal and communal rituals bave been documented which bighlight the 
importance of human-animal relations (e.g. Brigbtman 1993; Tanner 1979; Speck 
1977[1935]). One of the rituals consisted of proper disposai of animal remains by 
hanging bones, skulls and antlers on trees, depositing them on platforms, burning 
them or tbrowing them in the water ( e.g. Hallowell 1992:62; Preston 1964; Speck 
1915b: 27) (Figure A.36) . In the Temagarni area, the toponyrns of sorne lakes indicate 
this type of activity. Ames Lake (south of Florence Lake) was known as Negig-
ajodjen or "hanging otter place," Lady Dufferin Lake was known as Negigwaning or 
"the place of the otter heads" and a point of land in the nortbwestem section of Lady 
Evelyn Lake was known as Amick-tigwan-ago-ji-gonay-neyasing or "the place of 
hanging beaver heads" (Hodgins and Benidickson 1989:11 ). Plants, especially 
medicinal, were also honoured and tobacco was offered when they were gatbered 
(e.g. Black 1980:41 ; Densmore 1974[1928]:325; Smith 1932:349). Proper 
relationships with certain abjects were also upheld. For example, the Jesuits recorded 
a custom where fishing nets were honoured among the Algonquin people, 
We have ascertained, tben, that some years ago the Algonquains [sic] , -
who are neighboring people, very intelligent, and excelling in all kinds of 
fishery, -having gone at this season to fish witb the Seine, at first took 
nothing. Surprised and astonisbed at a result which was for them so 
unusual, they knew not what to think. Thereupon, the Soul, the Genie, or 
the Oki of the Seine, for our Savages [sic] call it by ali these names, 
appeared to them in the form of a tall, well-formed man, greatly 
dissatisfied and in a passion, who said to them, "I have lost my wife, and I 
cannat find one who bas not known other men before me; that is the 
reason why you do not succeed, and you never will succeed until I have 
been g]ven satisfaction in this respect." The Algonquains, thereupon, hold 
a council and decide, that to appease and give satisfaction to the Seine, 
they must present him Girls so young that he would no longer have 
reason to complain, -and that, for his greater satisfaction, they must 
present him two for one. They do this, then, in the manner that I have 
related above, at a feast; and immediately tbeir fishing succeeds 
wonderfully (Thwaites 1896-1901:17:199). 
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Communication with other-than-buman persans occurred especially in dreams and 
visions where humans would secure power and knowledge. Dream revelations, 
induced by fasting, drumming or participating in a sweat bath, were sought before 
engaging in important acts, to secure medicinal knowledge and to obtain sangs. 
Dream visions could foretell the future, anticipate the outcome of a btmt, reveal the 
name for a child or be the source of persona! taboos (e.g. Flannery and Chambers 
1985; Hallowell 1976[1966]; Jenness 1935:47-48; Speck 1977[1935]). 
Dreams were the medium for obtaining a guardian spirit by a youth during the 
puberty vision quest (Benedict 1964[1923]). The termpawagan/ pawaganak (dream 
visitors) was employed to describe those beings encountered in dreams. This 
relationsbip entailed the bestowal on a human of a name, medicinal knowledge, 
spiritual abilities, physical slGlls, long life or hunting prowess, as well as assistance 
and protection in times of need, in exchange for abiding to a series of obligations, 
sucb as holding of particular feasts , food taboos, and gifts such as tobacco or food 
(Brown and Brightman 1988; Chamberlain 1902:61 ; Hallowell 1976[1966]; Jenness 
1935:51-52; Thwaites 1896-1901:54:141 , 57:273). 
The puberty vision quest, undertaken by children (especially boys) aged between ten 
and sixteen years of age, lasted around a week ( e.g. Copway 1850:154; Hallowell 
1992:87; Radin 1914b). The dream visitors could be the souls of animais, birds or 
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trees; celestial bodies or winds; and other-than-human persans such as 
maymaygways;wuk, Thunderbirds or Underwater beings_ Often these entities 
manifested themselves as anthropomorphs (e_g_ Brown and Brightman 1988:139, 
142; Jenness 1935:39-40, 54; Radin 1914b)_ An injunction against describing the 
vision was in effect in arder for the powers bestowed to be effective, unless the 
dreamer was near his death or declined the blessings (Brown and Brightman 
1988:139, 143; Jenness 1935:50). Vision fast were held in the summer, fall , winter 
and especially in the spring, a time considered to be spiritually propitious (Bird 
2007:95-96; Brown and Brightman 1988: 140; Hallowell 1992:87; Jenness 1935:49; 
Vecsey 1983 :126)_ 
The location for undertaking the fast hints at the importance of places in establishing 
connections with other-than-human beings_ Fast were conducted in isolation_ Deep 
woods, islands, higher grounds, places near rapids or within a rocky setting were 
usually chosen (Bird 2007:96-97; Cameron 1890:261 ; Hallowell 1955:178; Kegg 
2002[1991]:23, 25 ; Radin 1914b). According to Brightman (1977-79, cited in Brown 
and Brightman 1988:141): 
[T]he shores ofrivers and lakes were favored because they juxtaposed the 
faster simultaneously with the earth, the sky, the water and, through the 
roots, wlth subterranean and Underwater domains. Such intersections 
were thought to be conductive to a successful experience_ 
Radin ( 1914c: 217) remarks that the guardian could be closely connected with a place 
in the landscape_ 
It is extremely significant that in many instances wbere individuals are 
"blessed" by animal manüos, these are always found to be definitely 
located_ An individual is "blessed" not by sorne general manito-snake, for 
instance, but by a defrnite manito-snake, located in sorne defmite place_ 
For instance, a person is crossing a certain lake, and a terrible stonn 
cornes up; but be bas been "blessed" by the particular manito in control of 
this lake and by the appropriate prayers and offerings, the storm is 
allayed. A man is "blessed" by a number of manitos, but he does not cali 
upon them indiscriminately. Had the foregoing Ojibwa not been "blessed" 
with the particular manito in question, he would have been drowned. 
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The distinct cboice of location for fasting indicates that sorne places in the landscape 
were more favourable for communication witb other-than-human beings and tbat 
other-than-human beings bad abodes in specifie places in the landscape. 
As ritual specialists, medicine men were especially versed in communication with 
other-tban-buman persans and bad powerful pawaganak sucb as Thunderbirds or 
Underwater beings (e.g. Jenness 1935:65; Kohl 1985[ 1860]:422-425). Throughout 
their career, medicine men fasted and dreamt on mountains, rocks or in trees in order 
to refine their specialised knowledge and gain power (Densmore 1910: 119; Thorman 
1969:61 ). Ethnohistoric and ethnographie sources indicate the existence of various 
classes of medicine men among Algonquian-speaking peoples who engaged in 
specifie curing and divinatory practices. The categories of medicine men were not the 
same everywbere, however those often encountered included the Wabeno, the 
les 'sakkïd ï Djasakid or conjurors, and the Midé. 110 
The Wabeno, that is "Men of the dawn" or "Eastern men," excelled at curing with 
herbai remedies, as well as at preparing love, war and hunting medicines. They would 
110 There existed ether classes of medicine men in various communities. Hoffman ( 189 1: 159) 
and Jenness (1935 :6 1) have reported among the Ojibwa, the existence of Mashkï'kzkë'winTnT./ 
mash!.:ikikewanini who specialised in curing witb herbs. Jenness bas reported the existence of the 
!.."Usabindugeyu who were seers that also specialised in removing foreign objects from the body of 
sorcery victims by sucking it out via bone tubes. The kusabindugeyu also recovered seuls stolen by 
sorcerers (Jenness 1935:63-65). Among the Ojibwa of Lake of the Woods and Rainy Lake (Ontario), 
Cooper (1936:8-10, 24-26) has reported the existence of six types of medicine men. In the Berens 
River area (Manitoba), Hallowell (1976[1966]:467) has reported the existence of the manao who were 
medicine men that obtained medicine from the maymaygwaysiwuk. 
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also extract foreign objects, such as bone, which were implanted by sorcerers. The 
Wabeno medicine men organised public feasts and dances that were believed to be 
therapeutic (Grant 1890:363 ; Hallowell 1992:84; Jenness 1935:62-63; Vecsey 
1983 :191-192). 111 
The Jes 'sakkid ', known commonly as "jugglers" in ethnohistoric accounts, were the 
specialists of the publicly-held shaking tent ritual among the Cree, Innu, Algonquin 
and Ojibwa people. 11 2 The shaking tent was a cylindrical structure constructed from 
four to eight vertical poles, fom1ing a three to four feet diameter, and wrapped in 
birch-bark or cloth. The conjuror would enter this lodge and summon various other-
than-human persons. The conjuror performed the rite for divination into the future or 
related to hunting, in order to find the cause of and a cure for a disease, obtain 
medicine, as weil as to locate and retrieve lost souls, beckon the souls of evil 
sorcerers (or of victims if he was an evil sorcerer), locate lost objects, and inquire 
about the whereabouts and the tidings of distant people. It was also a form of 
entertainment for the community (e.g. Brown and Brightman 1988:146-158; 
Densmore 2007[1929]:44-46; Flannery 1939; Hallowell 1971 ; Skinner 1911:67-68, 
153) (Figure A.37).113 
The Midé are members of the Midewiwin Medicine Society. The Midé rites were 
practiced throughout time by many Algonquian groups, including the Ojibwa and the 
Eastern Cree, though it was not present among the Innu (Hallowell 1936:33; Skinner 
111 The Wabeno movement seems to have emerged among the Ojibwa in the eighteenth century 
(Vecsey 1983:192). 
11 2 It was also practiced by the Teme-Augama Anishnabai (Craig Macdonald, persona! 
communication 2014; Speck 1915a:74-75). 
113 The sbaking tent ritual is of considerable antiqwty and it bas been reported by Samuel de 
Champlain and various missionaries in the seventeenth century in both Ontario and Québec (Biggar 
1922-1 936:2:86-88, 4:85-86; Sa gard 1939[1632]:64; Thwaites 1896-1901 :6:163-173, 12: 17-23). 
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1911:60-65, 152-159; Speck 1923:457, 1925:2).11 4 It is not certain if and when 
Midewiwin was practiced in the Temagami area. The society, open to both men and 
women, strives to preserve traditional lore that is mytbs and origin stories, as well as 
to cure with the aid of herbs and songs and the assistance of other-than-human 
beings. In order to join the Midewiwin, future members passed through a lengthy and 
costly process of initiation. A vocative dream was not a necessary prerequisite for 
admission into the society. Members were usually graded into four to eight degrees. 
The ceremonies were held in the surnmer in a Grand Medicine Lodge (Midë'wigân). 
The ceremonies were secret, though sorne were also held publicly (Angel 2002; 
Hoffman 1891 ; Landes 1968; Vecsey 1983:174-190; Warren 1984[1885]). 
The Midewiwin is known for its particular artifacts: birch-bark scrolls and medicine 
bags. The birch-bark scrolls were rnnemonic aids incised with pictographs that 
depicted sacred songs and stories used in initiation rituals, origin stories, cosmogony 
charts and migration maps. The scrolls could only be interpreted by the initiated. The 
medicine bags, known as pinjigoosan or midewayaan were produced from the skin of 
members of the Mustelidae family such as otter, marten or weasel; bear and lynx 
paws; and birds ', as well as rattlesnakes' skins. Elaborately decorated, they contained 
sacred items such as shells, animal teeth, bone, feathers, amulets and medicinal herbs 
(Angel2002; Blessing 1977; Densmore 1910; Dewdney 1975b; Hoffman 1888, 1891 ; 
Vennum 1978) (Figures A.38 and A.39). 
114 The antiquiry of the rite has been debated with some researcbers arguing for a post-contact 
nativistic movement (e.g. Hickerson 1962; Vecsey 1983; Yennum 1978), while otbers contencting that 
the Midewiwin bas deep Algonquian roots (Angel 2002; Benton-Banai 1988; Hoffrnan 1891:160) as 
some arcbaeologkal evidence indicates (Howey and O' Shea 2006; Kidd 1981 ; Weeks 2009). 
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5. 4 Art, relations and agency 
Traditional artistic expressions are varied. Besides rock art, they included clothing, 
such as moccasins, leggings, hoods and coats, skin bags, woven bags and mats, 
sashes, baskets, sculpted wooden bowls, pipes, drums and bircb-bark boxes. 
Embroidery done with moose-hair, porcupine quills and beads was applied onto 
clothing, bags and birch-bark boxes, while paint was applied to clothing, drums and 
canoe prows. Hunting implements were also painted and embroidered. Body art in the 
form ofpaintings and tattoos was also common (e.g. Burnham 1992; Densmore 1941, 
2007[1929]; Oberboltzer 1994; Penney 1989; Phillips 1987; Wbiteford 1991). 
Native artistic productions derive tbeir meaning not only from the abjects themselves, 
their form and design, but also from tbeir function, technical merit, practicality and 
actions associated with the abject, such as song and dance (Phillips 1987:53, 86; 
Vastokas 1992). As Vastokas (1992: 16) bas argued, Indigenous artistic productions 
r---------------------- ---- - -
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are best apprehended as "performance." 11 5 The artworks are "'expressions' of lived 
experience" and fulfill their functions when engaged with during actions and when 
integrated in their environment and its "sensibles" such as light, texture and sound. 
Perceiving native art as performance maves beyond the self-contained abject. 
Algonquian art served primarily the function of establishing and maintaining 
relationships within the greater community of persans: humans, animais and 
especially other-than-hurnan persans. As Olive Dickason (1998:23-24) has stated 
"[a]rt, far from being considered as an entity in itself, was conceptualized in terms of 
process, a form of ' control-power,' aimed at communicating with, and evoking the 
co-operation of, plant and animal spirits." This process puts art works in a position of 
agents and renders some abjects animate, while a few can attain the status of other-
than-hurnan persans. Honouring relationships is encapsulated in the depiction, the 
115 The attribution of the term "performance" to Native art can be debated as it is associated 
especially with the post-modern Western art. "Performance art" can be understood as '" live art' 
created by artists who closely relate their public confrontations to the fine-art modes of the time," and 
as an art, wllich hasan ephemeral nature and is performed in front of an audience (Goldberg 1984:25, 
27). There is no place for rock art in this particular defmition, however Vastokas is emphasising the 
experiential dimension of art works which tend to be viewed as static artifacts. Vastokas is iniluenced 
by the writings of the philosopher Jolm Dewey for whom art was lived experience. Hence, "[t]he artist 
is a performer. Art-making is thus a process of performance, an engagement among self, product, and 
the socio-environmental setting in all its dimensions" (Vastokas 1992: 17). She is a1so influenced by 
the anthropologist Victor Turner who saw culture as performance and "art works as experience 
objectified" (Vastokas 1992:27). Vastokas explains: 
Few historians of contemporary art have so far acknowledged the central importance 
of Native traditions as an influence upon both the European and the American avant -
garde. This is an aspect of the history of the West's indebtedness to Native cultural 
inspiration - to North American as weil as Eurasian indigenous peoples - that 
remains to be written in detaiL But it is precisely the fact of art as performance that 
makes possible the convergence and mu tuai understanding of Native and Western 
art. The history of Modemism had shown the impact of Native African and Pacifie 
Island art as 'artifact,' as a static, self-enclosed, formai object to be Iooked at; the 
history of Postmodernism, wben finally written, will have to acknowledge and trace 
the impact and inspiration of Native art as 'performance"'(Vastokas 1992:19, 
emphasis in original). 
Perfonnance also has roots in strategie acts adapted and adopted by Indigenous people to cope with 
colonialism and disfranchisement inherent in North American intercultural encounters since the 
seventeentb century. These performances that played on the notions of identity, authenticity and 
Indianness were enacted in wide-ranging contexts from political alliance-building and re-newing to 
Wild West Shows, vaudeville acts and rodeos (Bellin and Mielke 20 11 ; Francis 1992; Furniss 1998; 
Nicks and Phillips 2007). 
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material from which the abjects were made (i.e. material attributes such as colour, 
weight, raw rnaterials and shape) and the deployrnent of art in vruious cultural 
practices. 
5.4.1 Depictions and motifs 
Motifs depicted in Algonquian art are generally divided into geometrie and realistic 
or representational. Geometrie motifs consist of lines (horizontal, diagonal, vertical, 
parallel), triangles, diamonds, zigzags, squares, spirals, stars and the double curve, 
whicb could be combined to forrn more elaborate designs . These designs were usually 
interpreted as decorative (e.g. Coleman 2007[1947] ; Densmore 2007[1929]; Lyford 
2007[1943]; Speck 1914, 1937). However, these designs could be more tban mere 
decorations. Meanings and relationship-building can be present in seemingly simple 
designs often found on utilitarian abjects. As Phillips (1984) bas argued, geometrie 
designs can bave symbolic meanings. By analyzing the designs on beaded skin and 
woven bags wbere Thunderbirds and Underwater beings are depicted, Phillips (1989) 
concluded that abstract geometrie designs are images of spirit power of the cosmic 
zones of the Underworld and the Upperworld. Furtbermore, other-than-human 
persans could manifest themselves in non-representational forms (e.g. througb 
ligbtning or sound) and these might be represented by geometrie motifs (Pbillips 
1989). Oberholtzer (200 1) argues that diamond motifs found on Cree beaded boods, 
bags and bide coats are representations of female regenerative powers. Speck 
(1977[1935]:193) was informed that among the Innu, red dots (often arranged in the 
fom1 of a diamond) painted on utensils, drums and rattles represent "sun-ray 
illumination" and are a form of tbanks given after a dream that may lead to a 
successful hunt. 
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Representational motifs were depicted on various implements and conveyed spiritual 
as weil as social meanings. They included animais, birds, flowers, anthropomorphic 
beings, other-tban-buman beings and celestial bodies (Coleman 2007[1947]; 
Densmore 2007[1929]; Lyford 2007[1943]). Even thougb figurative tmages were 
identifiable, tbeir meanings were not always obvious. For example, an 
anthropomorph could be a human, an anthropomorphic other-than-buman being or an 
animal other-than-human being metamorphosed into an anthropomorph. 
5.4.2 Materials and colours 
The materials used in the creation of art abjects were often charged with symbolic 
meanings and sometimes they were themselves animate substances. Their use 
highligbted the interconnectedness between humans and the sources of these 
materials (animal, other-than-human) and their associated powers. These materials 
were of mineral, vegetal and animal origin, as well as (after-contact) of commercial 
origin. Among Northeastem Woodland Indigenous peoples certain substances that 
can be characterized as shiny, translucent and ligbt-coloured, sucb as native copper, 
shell and crystal, are metaphors for light and life. George Hamell (1983 :5) daims 
that: 
Wh en consecreated [sic] to ritual use, shell, crystal, and native copper, 
and artifacts made from these substances are traditional material culture 
expressions of a "metaphysics of light" shared by the Northeastem 
Woodland Siouans, Algonquians and Iroquoians. Within this metaphysics 
"Light" is a metaphorical conceptualization for semantic domains of 
highest cultural value or significance: "Life," "Mind," "Knowledge," and 
"Great Being" . As light, bright, and white things, shell , crystal, and native 
copper, are "good to think (with) ." They are reflective substances, 
literally and figuratively, and substances in whicb native ideological and 
aesthetic interests are one. 
Building on Hamell's work, Vastokas (1992:30) adds 
Thus, substances such as red ochre, copper, crystal, bone and wood have 
their intrinsic properties which signify to the Indians particular meanings 
at the spiritual level. Thus, red ochre and copper serve as life-metaphors 
in both art and rituaL Both materials are red, the col our of blood in living 
creatures and the copper bas the added life-quality of durability, 
signifying continuity after death. The translucent quality of rock crystal, 
its clarity and lightness, signify objectified spirit or divinity, for in Native 
thought, as in Christian belief, the essence of divinity is shining light, 
symbol of spiritual energy. 
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Lustrous substances such as copper were acquired from Underwater other-than-
human persons (Hamell 1983:5-6; Radin 1924:513, 526). The special status ofthese 
materials was reflected in language and they belonged to the animate gender. For 
example, shell is animate in Anishinaabemowin (e.g. Baraga 1853:316, 404). 
Materials of animal provenience, such as bear, deer or rabbit skins; leather; antlers; 
eagle and bear claws; and feathers are also animate (e.g. Baraga 1853). Animal parts 
were loci ofpower and they incorporated the soul ofthese beings (Jenness 1935:86, 
91; Oberholtzer 1989; Zedefio 2009:412). Oberholtzer (1990:285) argues that objects 
produced from animais "became rnetonyms for tho se animais [and their power], and 
were addressed as though speaking directly to that animaL" Therefore, animal parts 
help to establish a relationship with the being from which they derived, while 
respectful circumlocution is practiced as the object is addressed in lieu of the animal. 
Colour is another important element in artistic expressions. Colour symbolism among 
Indigenous people is especially evident in the association of particular colours with 
cardinal directions ( e.g. DeBoer 2005; Dix on 1899). Red, white and black are col ours 
which seem to pre-dorninate in the ritual and symbolic universe of Algonquian-
speaking peoples, as pigments, material culture and stories attest (e.g. Bamouw 
1955:347-348; Thayer 1942). White in Algonquian thought is often associated with 
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daylight, the rising sun and the dawn spirit and thus, east (Chamberlain 1891:207, 
l900b: 276; Hoffman 1891:275; Tanner 1979:102-103). White is associated with 
powerful other-than-human persans such as Nanabush (known as the white rabbit) 
and Thunderbirds. U nderwater beings, su ch as Mishipeshu and the bosses of animais 
were similarly perceived as white (e.g. Chamberlain 1891 ; Jenness 1935:23, 37). The 
haïr of powerful spiritual beings was also white and denoted long life (Hallowell 
1992:90; Kohl 1985[1860]:207). Many abjects and beings associated with the 
Midewiwin society were white. The white cowrie shell was its sacred symbol and the 
white bear was one of its powerful other-than-human persans (Hoffman 1891:167, 
220, 265). However two other colours - red and black - completed this chromatic 
trilogy. Hamell (1983, 1987) also discussed these two colours. Dark colours, such as 
black or indigo represent the asocial state of being and ideas such as death and 
mourning which are contrary to the social aspects of life. 11 6 Redis a mediating colour 
that represents the emotive and animate aspects of !ife, as well as the anti-social state-
of-being epitomized by war. Redness could signify life, in contrast to death, or 
aggression, in contrast to peace and hannony. Red meant "joy" for the Ojibwa and 
vermillion or red ochre was used to enhance the redness of native copper, the redness 
itself bestowing the most importance on the metal (Kohl 1985 [ 1860]: 16; Skinner 
1913:63). 
There are two particularly important materials in relation to rock art - red ochre and 
stone. Stones have the capacity to be animate and even to be other-than-human 
persans (Baraga 1853:46; Wheeler and Buchner 1975). Red ochre bas a long history 
of use an1ong the people of Canadian Shield and in the Great Lakes region. Its 
repellant and preservative qualities were employed for painting paddles and canoes. It 
was also used in body painting to fend off insects (Conway 1993:44; Jones 1981:52; 
116 For example, among the Ojibwa, youtbs undertaking the liminal vision quest would 
sometimes blacken their faces wüh charcoal to elicit pi ty from potential guardian spirits (e.g. Hamell 
1987:76). Mourners applied black pigments to their bodies (e.g. Scboolcraft 1821:231). 
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Lipsett 1990:171 ; Skinner 1911 :23). It was also used to stain nets made from freshly 
peeled bark that was bright and therefore a fish deterrent (Conway 1993:40). Red 
ochre, known in Anislûnaabemowin as onaman or wunnamin, is an animate and 
spiritually potent substance (Baraga 1853 :323 ; Conway 1993:40-42, 44; Rajnovich 
1994:14; Zedei'io 2009:412-413). Red ochre was conceived as a stone medicine 
associated with earth (Arsenault et al. 1995:31; Morrisseau 1965:19) and used in 
curing rituals (Rajnovich 1994:160; Ta1mer 1830:358) and as a hunting charm 
(Morrisseau 1965: 19). Red ochre was also linked with Underwater other-than-human 
persans. It could be obtained from Underwater Snakes or it might be their blood 
(Conway 1993:30; Conway and Conway 1990:29; Kohl 1985[1860]:423-424). 
Morrisseau (1965 :19), who hails from the area around Lake Nipigon (Ontario), 
daims it is the blood of a Giant Beaver kil led by Thunderbirds. The Whapmagoostui 
Cree of northem Québec also state that ochre is the blood of the Giant Beaver, 
however he was killed by the tricks ter Mâsw (Denton 2007: 151). In the context of 
rock art, Smith (1995:101) was told the following story about the Agawa Bay 
Mishipeshu: "It's said that they used Mishebeshu's blood after they killed him. The 
Thunderbirds, they killed him. They used the blood to paint ali those pictures." 
5.4.3 Performing art 
Art objects conveyed the respect and the thanks offered to non-humans, ali the while 
serving as conduits for communication and as receptacles for the powers obtained 
during drearns and shamanic rituals. At the same time, these abjects cemented human 
ries because they often necessitated cooperation between various family and group 
members in their production 117 and assured the success of the immediate family, as 
117 That is the acqujsition of raw materials, their transformation into the object, and sbaring of 
the know-how about the production process. 
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well as of the larger group. For example, clothing created to please animais and other-
than-human persans and worn by men was created by women who cooperated 
directly in the assurance that blessings and powers are channeled from non-humans 
and that pimadaziwin is achieved. Concurrent! y, group preferences for the execution 
of these abjects promulgated group belonging (Oberholtzer 1994, 1999). The 
following brief overview highlights some of the artistic expressions and the various 
contexts in which they promoted relationship building and maintenance. 
Important dreams acquired throughout life and especially during the vision quest 
were later depicted in a variety of media. Dream symbols could be representational, 
abstract or geometrie (Densmore 2007[1929] :79-83; Oberholtzer 1990:285; Phillips 
1989:61). The dream symbols were depicted with paint or beadwork on birch-bark, 
dishes, clothing, pipes, tomahawks, hunting equipment and drums, as weil as the 
dreamer's own skin. They could also be carved and carried in medicine bags (e.g. de 
Charlevoix 1923[1761]:2:136; Skinner 1911:20; Speck 1917:16-17; Thwaites 1896-
1901:54:141) (Figure A.40). According to Coleman (2007[1947]:70-71): 
A representation of the dream figure, or a part or attribute of it, was made 
on elath or bide, and carried on the persan of the individual who wished 
to secure protection by its presence. Often the wearing of the dream 
article was an injunction given in the vision by the tutelary manito. The 
Ojibwa believed that the essence of the guardian manito dwelt in its 
representation. The drearn article indicated to ethers the manito of a 
man's dream, but it did not indicate the nature of the dream. One of my 
informants told of having seen an owl used as a dream symbol 
ernbroidered on a man's clothing. Mr. Hyde and Mrs. Webster mentioned 
designs of the rabbit track, moon and stars, worn as dream symbols on 
women' s dress yokes. Dream symbols were also woven in quill and bead 
headbands and neckbands. 
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The nature of the dream was not revealed lest its benefits be !ost. Sirnilarly, the image 
did not explicitly reveal the nature of one ' s dream (Densrnore 2007[1929] :80; 
Phillips 1989:61). Densrnore (2007[1929] :80) explained that: 
The representation of a dream subject took the form of an object or of an 
outline, and might be either an exact representation or an article or outline 
more or less remotely suggesting a peculiarity of the drearn. The 
representation published the subject of a man' s drearn, but seldom 
indicated the nature of the drearn. Thus the writer once asked the 
significance of a turtle as seen in a drearn, and the reply was "It might 
mean many things; no one would know except the man who dreamed the 
drearn. Perhaps it would be a sign of danger, and perhaps it would mean 
that the turtle would protect hi m." 
At the other-than-human person's dernand, drean1s were represented in order to 
unleash their power and to please and honour the other-than-human person who 
bestowed blessings onto a human (Speck 1937:60, 1977[1935]:35, 197-199). Objects 
upon which dreams images are depicted participated in the prayer process that 
assured the "protection, guidance, and assistance" of manitous (Densmore 
2007[1929] :79) . hnages associated with dreams hamessed spiritual power and at the 
same time honoured other-than-human persons. Painted, tattooed, worn or carried in 
medicine bags, these images were always near as they kept the intirnate bond between 
humans and other-than-human persons thriving. The image assured the stable 
presence of the manitou. It was a constant reminder of the pact between the two 
parties. 
Art, as a mediator in hunting, honours and propitiates the animal and other-than-
human persons, whether it is the Master of Animais or the guardian spirits, all the 
while insuring a successful hunt for humans. Painted caribou-skin coats were created 
in order to please the animal and ensure a successful hunt (Burnharn 1992). 
Decorated Cree leggings made from caribou skin and sometimes rnirnicking the shape 
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of caribou legs communicated to this animal the respect of the hunter, while the 
11lmter internalised the essence of the animal and enticed it to be hunted down 
(Oberholtzer 1994). Among Eastern Cree, the skin of an animal's head used as a hood 
bad eyes outlined with red daubs . As Skinner (1911:54) reports "[t]hese markings 
symbolize that the skin is animate and able to imbue the owner with the special 
powers of the particular animal from which it was stripped, such as speed, endurance, 
or strength." Among Eastern Cree and the Naskapi, ceremonial bides decorated with 
paint were displayed for other-than-human persans at dawn or during feasts and 
assured good luck in hunting (Tanner 1979:170-172, 1984). The skulls of certain 
animais were also painted and displayed ceremoniously (e.g. Skinner 1911 :53) 
(Figure A.41 ). Animais were also depicted on dishes or tools in order to satisfy them 
once they were ki lled and to ensure future hunting success (S peck 1917: 16-17, 
1977[ 1935] : 116, 188-189). Decorations on hunting implements not only showed 
respect for the animal but also ensured that the object itself functioned properly 
(Tanner 1979:141-142). 
Religious ceremonies and feasts were occasions for art to be deployed in its capacity 
as an agent for relationship building between humans and other-than-human persans. 
Medicine men employed a variety of paraphernalia in order to achieve this goaL 
These consisted especially of bags, bundles, rattles, drums and pipes that were 
animate and imbued with capacity for action and emotions (e.g. Blessing 1977; 
Hoffman 1891 ; Harrison 1989; Phillips 1987:63-65). Music and songs, bence musical 
instruments, were important vehicles for communication with other-than-hurnan 
persans (e.g. Densmore 1910, 1913; Diamond et al. 1994; Speck 1977[1935]). Drums 
in particular were considered to be living entities and could be addressed as 
"grandfathers" (Baraga 1853 :249; Diamond et al. 1994:33). For example, Speck 
(1977[1935]: 176-177) was informed by an Innu informant that a drum bas a head 
(one side), a body (hoop) and a tail (the other side). Furthermore the drum was 
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endowed with the capacity for speech. Speck (1977[1935]:176-177) reported the 
following words of his informant: 
It can speak to him who understands its language when it is beaten. It 
talks, but all do not understand. When it is beaten by one whose soul is 
strong, it reveals what is going to happen. Sometimes during sleep the 
drurn will address itself to the soul of a man and urge him to rouse 
himself and consult its meaning by attacking it with his drurnstick. 
Whereupon it utters forth its message, to be grasped, if possible, by the 
imagination of the operator. 
The vanous religious, social and political feasts held by populations across the 
Canadian Shield, strengthened community, tribal and inter-tribal ties. TI1ey were an 
excellent place for displaying elaborate clothing, omaments and implements which 
communicated their owners ' wealth achieved thanks to the ties upheld with non-
human persans. They were also propitious occasions for exchanging abjects in order 
to create and renew alliances (e.g. wampum belts) (Chamberland et al. 2004:194; 
Phillips 1987:66-67; Thwaites 1896-1901:23:209-223). It is during such events that 
representations of totems, depicted on clothing, pendants or war clubs or tattooed or 
painted onto the skin, helped identifying one's kin in the extended circle of relations 
(Bohaker 2006b: 30; Jenness 1935:8-9; Radin 1924:508). 
5.4.4 Agency and image 
Images, whether painted or sculpted, were capable of possessing agency. Language 
gives elues to the animacy of the image. In Anishinaabemowin Masinitchigan, which 
means "image, engraving, painting, picture," Masinini, which means "carved image" 
and Masinikodjigan, which means "statue, or any sculptured image or representation" 
are ali animate (Baraga 1853:221-222). Sorne images were other-than-human 
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persans. Jones (1917-1919:2:315-320) related a story collected from the Ojibwa 
around Thunder Bay (Lake Superior) of a Wabeno ritual and the manipulations of a 
medicine bag. 
And they sometimes exhibited their skill by showing what they had 
power to do; at times they would fire guns at bird-skins, but unpenetrated 
would remain the old bird-hawk skin. And frequently sorne medicine they 
chewed, whereupon they spit it out in a shower upon the old bird-hawk 
skin; at the same time they rnoved round in a circle within the lodge. And 
the (person) passing (round) with the old bird-hawk skin in his bands 
would finally let it go when it showed life, whereupon off it would walk, 
and at the same time it would be beard making the sound, "Ka, ka, ka, 
ka! " [the sound ofthe bird-hawk] (Jones 1917-1919:2:317). 
Within the context of ritual engagement, the bird-skin - the image of the bird-hawk -
becomes an other-than-hurnan person capable of speech and movement. The 
resemblance it bas to the subject captures its essence; bence the bird-skin speaks like 
a bird-hawk. 
Resemblance is powerful. Likeness, captured in images, entraps the essence of 
beings. An image can render someone present, give that being a tangible form that 
facilitates interaction. That is why guardian spirits are depicted. Their image is proof 
of obedience and it pleases them, thus increasing the power that can be obtained from 
them, but it is also a way of invoking them and of cementing the blessings obtained 
(Coleman 2007[1947]:70-71; Densmore 2007[1929]:79; Diamond et al. 1994:60; 
Speck 1977[1935]:197). Furthermore, it is a respectful invocation as no narnes are 
being uttered (Fulford 1990). The idea that images render the subjects present and 
that the subject can be interacted with via Images is addressed by Densmore 
(2007[1929]:79): 
There seems to be inherent in the mind of the Indian a belief that the 
essence of an individual or of a "spirit" dwells in its picture or other 
representation. To this belief was due the reluctance of the old-time 
Indian to being photographed, his reason being that harm would come to 
him if harm befell his portrait 
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Images were used as "control-power," in arder to influence those who were 
represented (Speck 1977[1935] : 197). They were power conduits employed in arder to 
affect and to transform. Pictures were patent charms and they could be used for good 
and harm (e.g. Franklin 1823:132, 169; Henry 1921:315).11 8 The painter Paul Kane 
(1968[1859]:3) wrote how sorne of his subjects were reluctant to be portrayed as the 
image would "place [the pers on] in the power of the possessor of what is regarded by 
an Indian as a second self" Figures carved in wood, outlined in leather or in clay or 
drawn on sand, or on pieces of birch-bark substituted for the being represented who in 
his/ber turn was believed to be affected by whatever treatment the image was 
subjected to. Thus, images of people were used in sorcery rituals, for example to 
cause someone to become sick or to fall in love (e.g. Henry 1921:119; Jones 
1861:146; Tanner 1830:174), and those ofanimals were used in hunting magic (e.g. 
Smith 1932:350; Tanner 1830: 191-192) (Figure A.42). This use of images should not 
be simply seen as a way of inflicting harm. For example, the use of images in hunting 
magic did overpower the animal, yet at the same time it allowed it to fulfill its 
obligation to humans by giving itself away in the act ofthe hunt 
118 Henry ( 1921:315) notes that images of European provenance were higbly regarded. He 
described the medicines bought from the Hudson Bay Company by a Dene chief 
In a second parce! I found small prints; the identical ones whicb in England are 
commonly sold in sbeets to children, but each of wlucb was here transformed into a 
talisman, for the cure of sorne evil , or obtention of sorne delight: No. L "A sai lor kissing 
his mistress, on his retum from sea"; this, wom about the person of a gallant, attracted, 
thougb concealed, the affections of the sex! No. 2. "A soldier in Anns"; this poured a 
sentiment of val or into the possessor, and gave hlm the strengtb of a giant! 
This entrapment with occidental images was also reported by early missionaries who described 
reactions of Indigenous people to Christian images contained in books or represented on objects. They 
considered these images to be alive, speaking to them and seeking contact witb them by looking at and 
toucbing them (Gagnon 1975:17, 21 , 49-50). 
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Images could participate in curing_ In such cases, skins or cloth painted with various 
figures were laid upon the sick individual (e_g_ Densmore 2007[1929]:82; Thwaites 
1896-1901:8:259-161), images were painted on the sick person's skin (Coleman 
2007[1947] :88) or an anthropomorphic effigy of the disease was created to be then 
destroyed (Coleman 2007[1947]:88; Kohl 1985[1860]:282)_ Images could also repel 
through their force. Figures were tattooed on the body to ward off diseases (Skitmer 
1911 :124). Snakes patterns were drawn on clothing to avoid snake bites (Coleman 
2007[1947] :88). When the missionary Joseph Alexander Gilfillan visited the Ojibwa 
villages at Red Lake Narrows (Minnesota) in 1878, he observed the presence of 
"images of birds, their protecting deities, placed there to ward off ill luck and 
sickness" (Gilfillan 1901 :78, quoted in Coleman 2007[1947]:66-67)_ 
Destruction of images could break off a relationship, as has been argued in Fox's 
account (1992) of the case of musket brass sideplates from York Factory (Manitoba) 
dated to the 1ate eighteenth and nineteenth century. These dragon/serpent sideplates 
could have stood for Mishipeshu and their destruction was meant to release the power 
inherent in the abject, thus killing it spiritually or it might have meant the end of an 
accord between the hunter and the powerful other-than-hurnan persan associated with 
land and underwater game. 
The above examples refer especially to images that captured the likeness of those 
depicted. Animacy is particularly ascribed to shapes in human or animal likeness 
(Zedefio 2009:412). Here, agency is strongly linked with the artist or recipient having 
power over the prototype_ However, non-iconic images such as geometrie designs or 
abstractions can as weil be agents. After ali, as discussed above, they are also vehicles 
for maintaining relationships. The explorer John Franklin (1823 :74) described the 
form of the spirit Kepoochikawan among the Cree as "represented ___ by rude images 
of the human figure, but more commonly merely by tying the tops of a few willow 
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bushes together." According to Schoolcraft (184 7:292-293), "[t]he Indian is not 
precise in the matter of proportion, either in bis drawing, or in his attempts at 
statuary. He seizes upon sorne minute and cbaracteristic trait, which is at once 
sufficient to denote the species, and he is easily satisfied about the rest " While this 
statement could be understood as a projection of western aesthetics onto Indigenous 
art, this observation on the Jack of interest for mimesis might be indicative of 
conscious strategies of relationship maintenance. Non-mimetic images were capable 
of power. Su ch images maintained the sec recy of the vision and hid the identity of the 
depicted entity and tbus acted like visual circumlocutions. Another important point is 
that appearances can be deceiving and they do not reflect the true nature of beings 
that is cloaked by an extemal envelope. Renee, in sorne myths, beautiful beings that 
mislead the protagonists are created from foul rnaterials, such as dirt and rags or 
excrements (Hallowell 1976[1960] :373; e.g. Speck 1915a: 69-70), while some 
inconspicuous rocks, encountered by people in everyday life, might be endowed with 
great spiritual powers (Hallowell 1992:58). 
Both figurative and abstract images can have a plurality of meanings and botb are 
part of a visual strategy to unleash the "control-power" of art. Nonetheless, the 
striking fact remains that ethnographie and ethnohistoric accounts speak especially of 
art that acts by providing exarnples of figurative irnagery. This points to the power of 
mimetic resernblance in establishing relations with specifie beings and to human 
fascination with representational imagery. This emphasis on the figurative witbin the 
literature can be contrasted witb the rock art of the Temagarni area where around 75% 
of images are classified as abstractions and, out of tbat, 43.5% are !ines. The Jack of 
resemblance points to expressions of agencies where the prototype and "control-
power" over it seem to be lacking. 
----------------------------- -------- ----------------
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5.4.5 Agency and rock art 
Animacy and agency were also present in rock art images. According to a story by a 
Winnebago medicine man, the ritual process would render the images al ive: 
There was a hill near my father's wigwam called the Place-where they-
keep-weapons. It was a very high hill, steep and rocky. They said it was a 
very holy place. Within that hill lived spirits called Those-who are- like-
children (i. e., liliputians). There were twenty of them and they possessed 
arrows. My father was in charge ofthese (i . e. , sorne powerful manito had 
in his 'blessing' placed these under his contro l). When he wished to 
'bless' a man, he would do as follows : He would take his bow and arrows 
in both bands and take the spirits around the hill into his wigwam (into 
the middle of the hill), where stood a stone pillar. On this pillar he drew 
the pictures of various animais. Then he danced around the stone and 
sang, and when he was finished, commenced to breathe upon it. Then he 
walked around it again, shot at it, and it turned into a deer with great 
antlers (Radin 1914c: 215-216). 
Another expression of animacy can be evinced from the belief that pictographs 
created by the maymaygwaysiwuk are also said to appear and disappear depending on 
the weather (Gatschet 1899:258). Incidentally, sometimes pictographs seem to 
disappear depending on the lighting conditions. 
Pictographs could have expressed agency by depicting prophecies, thus things to 
come (e.g. Granzberg 1994; Jones L. 1979:87; Lipsett 1990:258). They could also be 
made in order to avert a negative action. " In a certain family one was going to be 
drowned. T o avoid this they used to put the best thing they got ... in the water. The 
Medicine Man made marks on the rock after this" (Dewdney 1960-1966). Rock art 
could have also been used in hunting magic. Elias and Steinbring ( 1967:1 0) pro vide 
an example where pictographs were used in hunting medicine: "A person would 
dream of the animal (that he intended to hunt) and if that dream were real, and not 
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just made up, the person would get power from the animal." Louise Jones (1979 :88) 
was informed that a rock formation located near Norway House in Manitoba and 
known as Moswacask (Moose's Ass), because it resembles the hind legs and the back 
of this animal , was used in hunting magic rituals_ People used to shoot at its anus for 
good luck and there are pictograpbs on the inside of the bind legs. Some rock art was 
used in sorcery-related rituals where control over another being was exercised. A 
Bloodvein River informant stated that: 
An old man might want a girL He would get sorne part of ber, even one 
haïr off ber head. He would then go into his tent and speak out loud, in 
the same manner as though the girl were right there with him_ He spoke 
words of love_ This caused ber to go crazy for him_ He then slept and 
dreamed. He would then dream of an animal that would belp him in his 
romancing_ The dream bad to be real and not just imagination or making 
it up. Under these conditions wben the figure was painted onto the rock, it 
was permanent If it was made up, it soon washed off (Elias and 
Steinbring 1967:1 0). 
Another site on Sassaginnagak Lake in Manitoba studied by Dewdney (1978 :131-
132) bas a figure of a frog with the letters "OSS" (for the name Ross) written across 
in white paint These letters migbt have been painted by a local medicine man_ 
Dewdney argues this could be part of destructive sorcery because in Midewiwin frogs 
are associated with death and poison_ Y et another account from Manitoba reveals that 
images were active participants in bealing: "Sometimes see, old people there, even 
the young people there you know would put about that mucb tobacco in the water. 
Th en you just sort of talking to it, you ask that graving to give you the power to beai 
this" (Elias and Steinbring 1967:10). Dewdney (1963-1965 :20) was informed by a 
man from Sioux Narrows (northwestem Ontario): "Another thing 1 beard about the 
paintings, if [medicine man] wanted to get that man weil then he swears, if he could 
paint on the rock then his patient would be ali right" 
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The few accounts that discuss explicitly how rock art acts, do so by exploring üs 
origins (to cure, to prophesize, to avoid a drowning) or by hnkillg its creation with the 
maymaygwaysiwuk (images that appear or disappear depending on weather) . This is 
not surprising given that most knowledge on rock art is generated within the maker/ 
meaning context. The account of Moswacask (Moose's Ass) being part of hunting 
magic rituals seems to be the only one that discusses a continuous engagement with a 
site. These images captivate because they are linked with other-than-human persons, 
spiritual power and with medicine men whose agency they mediate. However, it is 
also clear that these images can be animate since one can talk to them and ask them 
for help . Here, the image acts as a primary agent, an entity in itself. Rock art images 
that resulted from dream visions can be envisioned as secondary agents tbat acted as 
vessels for the essence of the subjects depicted and helped to strengthen the bond 
between the dreamer and the guardian spirit. Rock art can be the source of various 
agencies depending on use and perspective. It can make things happen, it can embody 
a sou! and it can enhance communication, thus it can be animate. 
5.5 Chapter swnmary 
This chapter explored the manifold manifestations of relationships and their 
importance for Algonquian-speaking peoples. Relationships are maintained through 
respectful behaviour and proper rituals, sorne of which evinced the importance of 
place. Art is often an element that is employed to uphold proper relations within the 
greater community of persons. This was illustrated with examples of art related to 
vision questing, hunting and religious ceremonies. Art is able to participate in 
relationship building and maintenance because of what it represents (in the case of 
decorated objects or images); because of the materials from which it was made that 
were meaningful; and because of its engagement in the ritual-based lived-experience. 
--~--------------, 
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The agency of the image was also considered. Since images can contain the essence 
of the subject depicted they become a form of "control-power." Their use can have 
beneficiai or detrimental outcomes for the prototype. Examples of rock ati as an agent 
were also offered. Rock art images were capable of acting in sorne contexts as the 
accounts of hunting magic, sorcery and curing demonstrate. 
The next chapter examines the place of rock ati in the landscape and introduces the 
possible functions that rock art could have served: as a sacred site, as a navigational 
aid, as a territorial marker, as a mechanism for mediation of social boundaries and as 
deterrent agent. These functions, that open the doors to various agencies, are tied witb 
the characteristics of the site (image and material) and its location within the 
landscape, and together, they give meaning to rock art. Rock art becomes a 
"performance" where agents/ actors enter into social relations and influence each 
other. 
CHAPTER VI 
ALGONQUIAN LANDSCAPES AND ROCK ART 
Indigenous landscapes have spiritual values and they allow for the unfolding of the 
sacred relationships between people, other-than-human persans, animais, plants and 
places to happen (e.g. Bastien 1993; Buggey 2004; Niezen 2009[1998]). As the 
Teme-Augama Anishnabai El der Madeline Ka tt Theriault (2006[ 1992] :28) stated: 
Many years ago, be fore the missionaries came, the ln di ans' God was 
nature. They respected ali things that Gad made, the country and 
everything in it; the sun, the moon, nigbt and day, trees, lakes, rivers and 
animais of ali kind. 
The spiritual values and the knowledge about proper relationships are expressed in 
stories, ceremonies, toponyms, activities carried out on the land ( e.g. hunting) and 
through the journeys undertaken by humans and non-humans on the multitude of 
paths. Buggey (2004:17) explains that " [t]raditional know1edge, in the form of 
narratives, place names, and ecological lore, bequeathed through oral tradition from 
generation to generation, embodies and preserves the relationship to the land. 
Landscapes 'bouse' these stories." This traditional knowledge is the backbone of a 
people' s identity and collective memory. 
This chapter is divided into three main sections: places, paths and territories. The first 
section describes the importance of places especially those associated with other-
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than-hurnan persons. Examples of such places are then discussed among the Teme-
Augama Anishnabai . Rock art sites as places of agency where other-than-human 
persons were encountered are then discussed. Section two investigates the importance 
of paths in Algonquian culture and various ways of negotiating them. Examples of 
how rock art could have helped in pathway negotiation are presented. The last section 
examines Indigenous territories and land tenure with an emphasis on how territories 
were bounded and how these boundaries were negotiated. Etlmographic evidence 
indicates that rock art would likely not mark the boundaries of hunting territories. 
Rock art could have played a role in the negotiation of social boundaries of tribal 
territories where it helped to mediate between the Teme-Augama Anishnabai and 
non-band members. It might have also been used to deter trespassers and even be 
employed in the punishment of tho se who trespassed. 
6.1 Places 
A place is a node of meanings that are embodied in its materiality and the activities, 
memories, ideas and emotions that are revealed through experiences. Places are 
connected through paths and together, they form lands capes ( see Chapter III, pages 
93-96). Descriptions of animate Algonquian Jandscapes are found within the earliest 
accounts left behind by missionaries and travelers (e.g. Thwaites 1896-1901:50:285). 
The places that were inhabited by other-than-human persons were often peculiar, 
salient locales in the landscape. They included mountains, rapids, falls, lakes and 
rivers, as weil as boulders and rocks (e.g. Jones 1861:85; Thompson 1916:84). The 
peculiar character of the places stemmed often from their visual qualities (partkular 
colours, geomorphologie shapes) or from their acoustic properties. For example, 
Schoolcraft (1821:87-88) described the White Rock located in the vicinity of Fort 
Gratiot (Lake Huron, Michigan) as "an object which had attracted the early notice of 
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the Indians, who are the first to observe the non-confonnities in the appearances of a 
country; and it continues to be one of the places at which offerings are made." 
Peculiar acoustic proper6es were also observed. For example, the explorer Henry Y. 
Hind descôbed the Manitobah Island (Manitoba), which was avoided by Indigenous 
people: 
They have ali a great aversion to caves and overhanging rocks, 
conceiving that sucb places are the abode of fairies , or Manitou. The 
origin of this superstition in relation to Manitobah Island is due to the 
sounds produced by the waves as they beat upon the beach at the foot of 
the cliffs near its northern extrem.ity. During the night time, wben a gentle 
breeze is blowing from the north, the various sounds beard on the island 
are quite sufficient to strike awe into the rninds of the superstitious 
Indians . These sounds frequently resemble the ringing of distant churcb 
bells (Hind 1860:2:70). 
Some places are associated with particular other-than-hun1an persons. Tbunderbirds 
are associated with the Upperworld and the mounta.ins, which are believed to be their 
abodes (e.g. Chamberlain 1890:51-52; Jenness 1935:34-38; Smith 1995:80-81). 
Underwater creatures, sucb as Mishipeshu, and snakes are associated witb lakes, 
rapids, falls , and portages ( e.g. Dewdney 1957 -1978a, Jones 1916:385, 387; Laidlaw 
1914:79). The maymaygwaysiwuk inhabit rocky cliffs on lakes (e.g. Chamberlain 
l900b: 273; Hallowell 1992:64; Jenness 1935:42). Stories of Nanabush and of his 
actions, which led to the emergence of vmous features on the land, are plentiful. 
Tbere are many "kettles" and "snowshoes" of Nanabush, that is, depressions in the 
rocks that were formed when he dropped his implements or walked across the land 
(e.g. Bell 1893:23F; Jones 1916:389; Speck 1915a: 3). Lake Superior is among places 
created by Nanabush (de Charlevoix 1923[1761]:2:41-42; Kohl 1985[1860]:460-
464). The Great Beaver formed "lake Nipissing; and ail the rapids or currents wbich 
are found in the great river of the Outaways, are the remains of the causeway be bad 
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built in order to complete his design" (de Charlevoix 1923[1761]:2:45). 11 9 Many 
places are other-than-human persans or their associated abjects transforrned into 
stone (Copway 1850:95). These effigy formations could be anthropornorphic ( e.g. 
Chamberlain 1900b: 273 ; Long 1922:58; Sagard 1939[1632]:171), zoornorphic (e.g. 
de Charlevoix 1923[1761]:2:45; Jarneson 1839:2:322; Laidlaw 1922:83-84), as weil 
as resembling items of rnaterial culture (Bell 1879:7C) (Figures A.43 and A.44) . 
6.1.1 Places in n'Da ki Menan 
The Temagami area also bas places associated with other-than-buman persans. Sorne 
of these sacred places were recorded by Speck when he visited Bear Island in 1913 
(Speck 1915a). Stories of the Nanabush cycle take place in the territory of the 
Temagarni people. 120 The events recounted happened especially around Smoothwater 
Lake. It is there that the world transformation occurred. South of Smoothwater Lake, 
Nanabush killed a giant snake, which transformed into a soaring rocky ridge on a 
nearby portage. The portage is known as Kinay-big 0. 121 and it is located near a 
"snake-like esker" (Ottertooth 2014). The giant Lions (Lynxes) or mici•'bi-zi'w Iived 
in a cave located inside a hu ge rock on the western bank of the lake. A point narned 
Wawb-a-mik Pu-kwud-in-ong is located on the western shore of the lake (Macdonald 
11 9 Stories of the chase of the Giant Bea ver, reported si nee the seventeenth century (Blair 1911 -
1912:1:62-63; Thwaites 1896-1901 :54:201), are found in many band territories where they account for 
the formation of particular water features . For example, according to River Desert Algonquin people 
(Kitigan Zibi Anishinaabeg), the Thousand Islands on the St. Lawrence River were formed by 
Wisekedjak chasing the Giant Beaver (Beek 1947:262). See also Speck (1915a: 2-3) for an account 
among the Tenùskaming and Dumoine (Kiwegoma Anishnabeg) bands where the beaver chase links 
together Dun10ine Lake, Coulogne River, Pembroke Lakes and the Ottawa River. 
120 Speck (1915a: 2) has observed that stories of Nanabush are always tied to weil known 
localities in the territory of the band that tells the story. 
121 Kinay-big 0-nig-um-ing (Macdonald l985b) means Snake Portage. Kinebik (Cuoq 
1886: 174) means serpent, snake. Ail the toponyms in Anishinaabemowin are from Macdonald (l985b ). 
207 
1985b ). 122 This name could mean "At the Place of the Hill of White Bea ver" and be a 
reference to Underwater other-than-human persans (in this case the Beaver) that were 
often portrayed as white. There is also a cave in that cliff that likely is the one 
mentioned in the story (Ottettooth 2014). 
It is on the shores of this lake that Nana bush shot a mici•'bi-zi'w which led the Giant 
Lynx to flood the Earth. As the waters rose, Nanabush made a raft on which he was 
joined by all sorts of animais. Muskrat dove and brought sorne mud from the depths 
of the abyss and Nanabush dried it and Earth was re-created. Then, Nanabush sent 
successively the Crow, the Gull and the Owl to see how large the world was. The 
Crow and the Gull returned to the raft; however, they did not obey Nanabush and 
they ate a dead fish that they noticed in a lake. Nanabush warned the Owl to not eat 
the fish or it would never come back, but the Owl disobeyed and the bird never 
returned. The place where this event occurred, now known as Owl Bay or Kokoko 
Bay, is located near the northeastem arm of Lake Temagami. Upon releasing the 
animals from the raft, Nanabush went west where he is lying on his back (Sleeping 
Giant formation on Lake Superior) (Speck 1915a). 
The story of Seal Rock on Lake Temagami recounts a chase between an other-than-
human person-a seal, and a mi•te•' (medicine man). 
Once upon a time, on a small island in Lake Timagami, sorne people went 
ashore, and one of the women left her baby in a cradle-board on a rock, 
while sbe went a short distance off. When she came back, the baby was 
gone; it had been taken by a big manitu (magic) seal who lived in a rock 
and he bad taken the child inside with him. The cbild's father was also a 
manitu, so he began burrowing and digging into the rock for his baby and 
he dug a channel. This hole is there yet. When he reacbed the baby, it was 
dead, and the seal was gone. It bad dived and crossed two miles under 
122 Wawb means "white" (Waw- Cuoq 1886:411) and Amik means "beaver" (Cuoq 1886:37). 
Pu-kwud-in-ong means "at the place of the hill" (Macdonald l985b). 
water to Seal island and gone into a big rock there. He dove and followed, 
as he was mi•te• ' and came to the big rock where the seal bad gone in. 
With his chisel he split the rock, but the seal escaped. The rock is there 
yet, split down the centre (Speck 1915a: 68).123 
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This story took place south-west of Bear Island. The location of the first island where 
the baby was abducted is not known (Bill Buchan, persona! communication 2014). 
An island named As-kik Waw-bee-kong Mi-nis-sing (Seal White Rock Island [Cuoq 
1886:63; Macdonald 1985b]), now Narrows Island, bas a cave on its eastern shore 
that refers to the channel dug by the father. To the east, there is an island named As-
l.:ik Mi-nis-sing (Seal Island [ Cuoq 1886:63; Macdonald 1985b ]), now Island 661. 
Here, a large dome rock, which was split with a chisel according to the story, can be 
observed (Bill Buchan, personal communication 2014) (Figure A.45). 
Speck relates the story of Obabika Lake: 
Obabika lake is called Ma'nitu Pi-pa'gi, "Spirit Echo." On the eastern 
shore of this lake is a great rock where a Manitu is believed to live. 
Whenever anyone makes a noise in the vicinity, the Manitu becomes 
angry and growls. His plaints, the Indians believe, can be clearly beard 
when he is offended. The Ojibwa never go near there when they can 
avoid it; and they seldom throw a stone in the lake, splash their paddles, 
or shoot their guns near its shores (Speck 1915a: 76). 
However, Speck is mistaken in attributing the toponym Ma'nitu Pi-pa'gi to Obabika 
Lake. There is a Lake Manifo-peepagee or Man-i-doo Pee-baw-gee S. (Macdonald 
1985b) (Manitou Lake) south of Obabika Lake and west of Lake Temagami (Figure 
A.46). Barlow (1907:27-28) reports that: 
123 A sirnilar story wbere a baby was kidnapped and killed by the Great Lynx is foWld in Jones 
(1917-1919:2:259-261). It was collected from Fort William, now ThWlder Bay (Ontario). Radin 
(1924:493-494) recorded a related story among the Ojibwa of Eastern Ontario . Dewdney recorded 
similar stories from nortbwestem Ontario (west of Emo) and Little Grand Rapids (Manitoba) 
(Dewdney 1957 -1978a). Ali of these stories are tied to particu1ar places in the landscape. 
The action of the frost and weather is continually loosening large masses 
ofthese cliffs [slate or greywacké], which then fall with a great noise, and 
this phenornenon is so frequent that one of the lakes (Manito-peepagee), 
to the west of Lake Timagami, bas received its name on the supposition 
that the Evil One was the cause of the disturbance. 
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An important place is the Maple Mountain or Chee-bay-jing ("where the spirit goes 
after the body dies"), an ancient burial ground and a place associated with Ancestors 
(Laronde 1997:86; Wilson 2004:99). Indeed, many mountains and high points in the 
Temagami area are sacred. These include the high cliff located on the western shore 
of Lake Temiskaming known as Man-i-doo Aja-bikong or Manitou Cliff/ Devil's 
Rock that is also the abode of the maymaygwaysiwuk (Speck 1915a: 82); High Rock 
Island or Kaw-lshpa-kawg Mi-nis-sing on Lake Temagami, and the cliffs on Gull 
Lake (Bill Buchan, persona! communication 2014). Closer to Lake Temiskaming, 
there is the [Great] Beaver Mountain or Kit-chay A-mik Pa. When viewed from Lake 
Temiskaming, it has the appearance of a beaver. According to a story collected by C. 
C. Farr124 (1890), the Beavers who lived in the Valley of Montreal River, dammed 
the mouth of this river with a hard stone. This caused the lands to be flooded, thus 
causing the loss of homes for other animais . The Beavers also eut down ali of the 
forests in the area. The balance on the land was upset. Geetchie Manitou was asked to 
stop the Beavers. He set various traps, but he was outsmarted by the arrogant 
creatures. Finally, he destroyed the immense dam with lightning creating the "Notch" 
in the Montreal River (a narrow gorge with high perpendicular walls where the waters 
flow fast). However, the Beavers escaped, but the wife bad to go back for something 
and she was killed. In the rneantime, the "king beaver" waited for his spouse. 
"Geetchie Manitou catching sight of him as he waited, by his power decreed that be 
should thus forever wait, but in vain, a beaver still, but metamorphosed into stone." 
124 C.C. Farr was a Hudson Bay Company employee whose efforts to colonise the area around 
Lake Temiskaming led to the founding of the town ofHaileybury (now Temiskaming Shores). 
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The North Arm of Lake Temagami also bas many stories attached to it. Devil's 
Mountain/ Man-i-dao Nas-say-bee Pu-kwud-in-ong or "Manito coming down" is 
located on the eastern shore (Hodgins and Benidickson 1989:7). There is also Man-i-
dao Wee-kway-dong, or Manitou Bay (now Upper Kokoko Bay), Man-i-dao Mi-nis-
sing, or Manitou Island (now Devil ' s Island), Ka-ko-mis Waw-bee-kong, or 
Grandmother Rock (CgHa-16) (now Granny Island) (Figure A.47) and Ka-ko-mis 
Wee-kway-dong, or Grandmother Bay (now Devil 's Bay). Eider Bill Twain told 
Diana Gordon (1995a: 12) that: 
When people used to visit back and forth [ up and down Lake Temagami] 
there was a bad spirit who would throw rocks at them [around Devi! 
Island]. Granny, the old lady conjured or something and made the island 
split from the mainland. It was not an island before. And she made the 
spirit faU off [into the water?]. This is a story I beard. 
The name "Manito coming down" references the spirit falling off. As for the Granny, 
she turned into a rock. 
According to Bill Twain, there used to be a couple of rocks sitting on top 
of each other which looked like an old woman bent over. "From a 
distance the rock looked like a lady, you could see the head and face 
when coming south." Sorne of the local lads from Bear Island who were 
working there, knocked them over severa! years ago. Bill doesn't know 
why (Gordon 1995a: 12). 
There are other stories about Kokomis (see Back 2004:65; Jones 1900:54). This one 
was narrated by an anonymous enthusiast of the wildemess: 
The Indians firmly believe that Granny' s Island is haunted, and even the 
local Hudson' s Bay officer advised me not to sleep upon it. It bas a stone 
which resembles a squaw, and this natural statue is the special diabolical 
incarnation. Ail the Indians appease ber Majesty when they are forced to 
pass by with tobacco, pipes, etc. [ ... ] The Indians call her Kokomis, 
which being interpreted means Mrs. Devil. [ . .. ] There is, in addition to 
Devil ' s Mountain, Devil 's Island, and also Granny' s, or Kokomis's Isles, 
Mrs . Devil ' s peculiar property. The white man bas never married the 
Devi] to anybody. The Indjans believe that he was married, and that his 
wife being a little better tban be, her virtues drave ber from him; he 
chased her to the shore at Devi! 's Mountain, where she plunged into the 
water and swam to the island, wbich now bears ber name. His ilislike to 
clear, cool water prevented him from following, but he revenged himself 
by turillng ber into stone, as she sat grieving over his cruelty, and there 
ber statue remains to this day. It really is a striking piece of rock, of 
whicb we obtained an excellent photograph. Nothing would induce the 
lndians to sleep upon the island, and no camp-fire bas ever been lighted 
upon it. Devil's Mountain is a bluff, a thousand or more feet high. It was 
down that mountain that the Devi! chased his wife that day. lt is near the 
centre of the lake, and from it magnificent views may be bad in every 
direction (Anonymous 1905 :588, 596). 
211 
Another important place is the now-submerged greywacke effigy rock in the shape of 
a rabbit. It was located on Waw-bos Nah-mat-ta-bee S. (Lake at the place of the 
Sitting Rabbit) 125 on Rabbit Point (Waw-bos Nah-ma-ta-bing) . The lake was darnmed 
in 1910 and there are only three existing photographs of the rock (Back 2004:30; 
Barlow 1907:227; Ottertooth 2011). The eye of the rabbit - a filled in circle located 
within a larger circle - was created by drawing, painting or scratching the rock. It 
appears lighter than the rock surface on the photographs. It does not appear to be a 
lichenoglyph as not enough lichens seem to grow on the rock. Natural depressions 
emulated the mouth and the nose. The ears of the rab bit seemed to have been created 
by placing rectangular stones on the head perpendicularly to the main rock (Figure 
A.48). 
Well-known effigy rocks are the Ka-ko-mis Waw-bee-kong and Sho-mis Waw-bee-
kong or Grandmother and Grandfather Rocks on Lake Obabika, which resemble a 
man and a woman wearing a shaw] (Conway and Conway 1989) (Figure A.49). 
125 Wabos means "rabbit" (Baraga 1853:392). Namadab means "1 sit down" (Baraga 1853:263). 
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Chee-skon-abikong Saw-gi-hay-gun-ning (also known as Shish-Kong Lake and often 
translated as "lake at the place of the hu ge rock") is a lake where a tall cliff is eroding 
and crating a talus. One rectangular tall rock column known as Spirit Rock is the 
sacred huge rock (Figure A.50). According to legend, there used to be three rocks. 
The one that still stands resembles a shaking tent (Craig Macdonald, persona! 
communication 2014). It is a traditional fasting place that continues to be of spiritual 
importance for the Teme-Augama Anishnabai, as weil as other Indigenous people 
who undertake pilgrimages to this location. Offerings have also been observed near 
this place in a woven basket around 20 years ago (Bill Buchan, persona! 
communication 2014). Many of these places remain of importance today because 
they are associated with Ancestors who continue to guide and inspire those who seek 
them in these locations. 
6.1.2 Rock art places 
Rock art sites are most often associated with maymaygwaysiwuk, medicine men and 
puberty vision questing (e.g. Conway 1993; Dewdney 1960-1966, 1957-1978a, 1957-
1978b; Hallowell 1992:64; L. Jones 1979:84, 87). The maymaygwaysiwuk dwell 
within riverbank and lakeside cliffs and sorne rock art sites are identified as their 
homes (e.g. Cooper 1936:27; Macfie and Johnston 1991:105; Reagan 1921:258; 
Wheeler 1975). Sorne accounts also link them with falls and rapids. Acoustically, 
they are recognised on water by their laughter, drumming and the rattling of tbeir 
paddles (e.g. Chamberlain 1888:157; Cooper 1936:28; Dewdney 1960-1966; Jones 
1916:384; L. Jones 1979:84-86; Wheeler 1975). They were sometimes asked for luck 
in hunting (Chamberlain 1888: 157; Cooper 1936:28). However, it is their medicine 
that made them especially relevant for rock art. This medicine could be obtained 
during conjuring ceremonies (Hallowell 1971:59), but most often it was obtained in 
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exchange for offerings such as tobacco and fish by medicine men who would visit the 
maymaygvvaysiwuk in their rocky abodes, whether in dreams or awake, entering 
through cracks and crevices or by means of the rock opening up to admit them (e.g. 
Berens and Hallowell 2009:92-93; Dewdney 1960-1966; Hallowell 2010:45 ; Jones 
1917-1919:2 :285-287). 
Medicine men were also credited with the creation of rock art. The images are 
supposed to represent their visions and places where medicine could be obtained ( e.g. 
Conway 1984b: 15-17; Dewdney 1957-1978a, 1960-1966; Rajnovich 1994; Wheeler 
1975:710). Sorne ethnographie accounts and pictorial content link rock art with the 
Midewiwin (e.g. Rajnovich 1994; Steinbring 1998:1-8; Weeks 2009). Conway 
obtained his information on northeastem Ontario rock art especially from Eiders at 
the Garden River First Nation. Based on these consultations, Conway ( 1992a: 12) 
argues that there were four types of medicine men associated with rock art 
production: the Mide, Djiski [Jes 'sakk-ïd'], Wabeno and Mushkiki (herbalists). The 
Djiski made "extensive use of rock art to record dreams and spirit helpers," the 
Wabeno made "celestial rock art and notational (calendric) rock art," while the Mide 
and the Mushkiki engaged in this practice very rarely (see also Conway and Conway 
1990:53, 70).126 
Fasting youth were also closely associated with rock art and the images were believed 
to enhance the efficacy of their dreams (e.g. Conway 1985a; Dewdney and Kidd 
1967:22; Jones 1981). Jones (1981:72) was informed by a La Ronge man 
(Saskatchewan) "that the paintings are found at the place where dreams occurred to 
126 The insights on rock art gained by Dewdney, Rajnovich and Conway depend on those whorn 
they consulted. Wlùle Conway worked closely with Wabeno medicine men, Dewdney and Rajnovich 
were mostly exposed to Midewiwin practices. Rajnovich (1994) does not discuss any rock art in 
relation to the Wabeno. 
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the painters, and that they represent the gods of these painters. Whenever in need of 
assistance, the painter could go to these places where the spirits resided. " 
Rock art sites were places wbere individual and communal rituals took place. 
Individual rituals could range from fleeting acts of deposition of offerings for safe 
travel to longer engagements ranging from sorcery rituals to vision questing. 
Examples of communal rituals are rare; those that we do have often include medicine 
men. For example, an account from Oxford House (Manüoba) recounts bow a 
medicine man painted a figure of a maymaygwaysi on a bluff that was inhabited by 
these beings. He did it in front of the cornmunity in arder to commemorate the gift of 
medicines th at saved a woman 's li fe (Wheeler 197 5:71 0). Another story related by 
Jones (1917-1919:2:285-287) described how people watched a duel between two 
medicine men at a steep cliff at the Place-of-the-Pipe-Stone or Red Rock, (Nipigon 
Bay, Lake Superior). The first man angered the maymaygwaysiwuk and was 
subsequently killed by them. Though rock art is not mentioned in this account, there 
is a large pictograph site in this area (Dewdney and Kidd 1967:76-77). 
ln Algonquian beliefs, supenor spiritual power manifests itself physically in 
phenomena sucb as the thunder, wind, sunrise, and in particular landscape features 
such as caves, whirlpools, waterfalls and trees (Radin 1914a: 352-353; Vastokas 
1992:30). Rock art sites were places where people could communicate with other-
than-human persans. lt is the physical characteristics of these places that allow 
making this connection. The cliffs and their geomorphologie qualities, the visual and 
the acoustic phenomena, the presence of effigies and the sites location within the 
larger landscape context ail bad a bearing on the experience of the place. Rock art 
sites are located at the junction of the layers of the Uni verse - of the Upperworld, the 
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Earth 's plane and the Underwater/Underworld. 127 Other-than-human persans could be 
reached via whirlpools and caves and cracks in the cliffs. The sites are also places 
where the four elements (from which ali of creation sprung) of water, earth (cliff), air 
and fire (sun) met and could be experienced (Jones 1917-1919:2:285-287; Molyneaux 
1983 :5; Rajnovich 1994:35, 160; Vastokas and Vastokas 1973; Zawadzka 2008). 
High cliffs are most often associated with Thunderbirds and with medicine power 
(Brown and Brightman 1988:55-58; Hoffman 1891:233). Rock surfaces can be 
streaked with white or translucent calcite or silicate precipitate and sometimes the 
colour of the rock formation itself is white (e.g. Arsenault 2004a; Vastokas and 
Vastokas 1973). Conway and Conway (1990:12-13) argue that white precipitate is the 
excrement of Thunderbirds or other powerful bird persans that nest on high 
mountains. Birds such as hawks and ravens do nest on cl iffs and the presence of their 
excreta has been incorporated into the experiential and empirical beliefs of 
Algonquian-speaking peoples. Sparkling quartz veins can evoke ideas of Light, Life 
and Knowledge as an element of the wider farnily of brilliant and translucent 
materials (see Chapter V, pages 187-188). Quartz veins indicate places where 
lightning has struck a cliff, thus blessing the cliff The quartz veins are also the other-
than-human Snakes whom the Thunderbirds battle (Conway 1993:89-90; Lemaitre 
2013; Zawadzka 2008). An indication that these veins stood for snakes was given by 
the geologist David Dale Owen: 
At a point called by the Indians Wa-bi-se-gon, near the entrance to 
Nemakan or Sturgeon Lake, is an exposure of mica slate, with feldspar 
veins, ... , which from the resemblance of one of the veins to a serpent, is 
regarded by the Indians as a manitou or god, and must be highly esteemed 
127 An interesting parallel between tbese liminal places tbat were rnarked (painted) and sorne 
artistic productions can be made. Oberholtzer (1989:269) observes that among the Cree certain abjects 
had their "loci of power" decorated. These couJd take the form of beacting the eyes of the fi rst killed 
goose or painting the seams on clothing. Therefore, a location where power was expressed (whether in 
materiaJ culture or in the landscape) would be further enhanced through the creative act of painting or 
beading. Such an act would point not only to powerful places but also show respect to the giver of 
power and help in channeling this power for various undertakings. 
by them, from the quantity of vermillion bestowed on it, and the number 
of animais depicted on the face of the rock (Owen 1852:318). 
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A cous tic phenomena su ch as trickling water, sound amplifications or echoes ( e.g. 
Arsenault 2004a: 305; Pelshea 1980:54; Steinbring 1992:104-105, 1998:92; Vastokas 
and Vastokas 1973:49) have been reported at rock art sites. The lapping of water 
against water-level grottoes is said to be the result of the drurnming of the 
maymaygwaysiwuk ( e.g. Dewdney 1957 -1978a, 1 960-1966). Visual phenomena, such 
as luminous water reflections that move across the cliff can also indicate the presence 
of other-than-human persans and they too would evoke ideas of Light, Life and 
Knowledge (e.g. Arsenault et al. 1995:47; Zawadzka 2008). 
The choice of cardinal direction that the sites were facing was not simply driven by 
the desire to protect the site from wind or rain. Cardinal directions are linked with 
particular Teachings and with various other-than-human persans. The location of sites 
in relation to particular directions could have been propitious for communication with 
various other-than-human persans (Zawadzka 2008, 201 0). Rock art sites could also 
be associated with effigy formations (e.g. Allen 2007; Arsenault 2004a; Conway 
1993:92; Molyneaux 1987:22; Steinbring 1998) and certain sites were effigy 
fom1ations (e.g. Mackenzie 1902:cxxii) . Rock art sites can also be located near other 
spiritually important places such as formations identified as the mythical Giant 
Beaver's lodge (Conway 1993:92; Molyneaux 1987:22). Finally, sites can be isolated 
from main travel routes and habitation sites. lt bas been argued that this isolation is 
propitious for fasting and vision questing (Arsenault 2004a: 297; Steinbring 1998). 
The location and the characteristics of the sites combined with the use of spiritually 
patent red ochre were auspicious for cultivating relationships with other-than-human 
persans. However, it was not only the place itself that mattered and these places were 
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interwoven tbrough paths. It is to a discussion of paths that this chapter now turns, as 
rock art could have played a role in the navigation ofwaterways. 
6.2 Paths 
Paths, whether riverine or terrestrial, hurnan-made or animal-made, weave together 
places and allow for movernent within landscapes (see Chapter III, pages 95-96). 
Among hunter-gatherers, paths are entrenched in the perception of the land and the 
cognitive and symbolic world. Paths travelled by hurnans and non-humans exist in 
the landscape, as weil as in stories, dreams and rituals wbere they become powerful 
symbols for life, choices, actions and movement. Mobility was well ingrained in the 
life ways of Algonquian-speaking peoples of the Canadian Shield. Seasonal rounds 
between winter hunting grounds and summer settlements, as weli as long-distance 
journeys engaged in for trade or war purposes, involved travel on water and on land. 
The abundance of waterways bas established them as the Indigenous highways par 
excellence, especially since the thick, rugged bush is hard to travel tbrough at ali 
times and is infested with insects in the summer. Canoes were used for water 
transportation, while snowshoes and toboggans were used to travel over land and 
frozen lakes in the winter. 
The ubiquitous pathways became rooted in people's cognitive and symbolic universe. 
Ali living beings have their own paths that intersect and interconnect. Pathways are 
ever-present in oral stories and traditional teachings. Life is envisioned as a path and 
maintaining the proper path assured that Pimadaziwin was attained. For example, in 
the Midewiwin birchbark scrolls, Path of Li fe is represented pictographically by a line 
from which projections are branching off obliquely, thus indicating temptations and 
dangers and, ultimately, choices (Densmore 2007[1929]:88-89; Kohl 
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1985[1860]:214-215). The joumey to the afterlife was undertaken on a "path of 
souls," which was often equated with the Milky Way (e.g. Thwaites 1896-
1901:6:181 ; Speck 1977[1935]:44; Tanner 1830:290). The Milky Way was also 
known as the "bird's path" because birds follow it in their migrations north and south 
(Speck 1915a: 23). 
Beings that possess paths are sentient and have a will (Smith 1995:66), and thus one 
can establish relationships with them. Other-than-human beings also have their own 
specifie paths (Smith 1995:45). Smith (1995 :81) reports that the La Cloche 
Mountains (Ontario), where Thunderbirds live (Jones 1861 :43), are known as "the 
pathway of animikeek [Thunderbirds] [ . .. ] because thunder seems to sound loudest 
when it crosses these quartzite mountains." Other-than-human beings are also 
recognized by how they move along a path and by the specifie traces they leave 
behind. An Ojibwa informant told Hallowell (1992:61) that he saw a Great Snake, 
which "moved in a straight path, not this way and that, as the smaller snakes do." 
Other-than-human persons left behind traces of their movements often congealed in 
various rocky formations that dot the land. Nanabush is especially known for the 
concrete evidence of his passage, which bas been documented ail across the Shield 
country (e.g. Bird 2007:175-178). When these paths are transgressed through 
improper behaviour or blocked, problems arise, as is attested by the widespread story 
ofthe snaring of the Sun by Tseka'bec (among the Innu, Ojibwa) (Hallowell1992:66; 
Speck 1977[1935]:53-55), a little boy (among the Teme-Augama Anishnabai) (Speck 
1915a: 69), or Chakapesh (among the Cree) (Bird 2007:29-36). Walking in the path 
of an other-than-human person can be a delicate affair. It may confer powers and 
strengthen ties, as the Innu story of the Caribou man who married a Caribou recounts. 
"The caribou walked along well like me. Then I walked as be was walking. Then I 
took his path. And then I walked like the caribou, my trail looking like a caribou trail 
where I saw my tracks. And so indeed I will take care of the caribou" (Speck 
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1977[1935] :81). At the same time, walk:ing someone else 's trail could also be an 
affront. Among the Mistassini Cree, there is an injunction on walking in the tracks of 
an animal because the animal will be offended and it will not let itself be hunted 
(Tanner 1979:145).128 
Paths were also dreamt about, because travels were also undertaken in dreams and 
visions ( e.g. Kohl 1985 [ 1860]:37 5-3 76), and they fulfilled important roles in ri tuais. 
For example, the divination ritual of scapulimancy practised by the Innu people 
consisted of buming a caribou scapula bone and interpreting the resulting cracks in 
arder to determine success at hunting. The longitudinal cracks were interpreted as 
landscape features and traits to follow in arder to find game. This type of divination 
was known as "shoulder-blade path" (Speck 1977[1935]:152-163). The 1ink between 
pathways and hunting is further evinced by the symbolic conception of hunting as a 
journey (Tanner 1979:90). Among the Montagnais of Lac Saint-Jean, a hunter's 
trapline is called mecGanâ (the road) (Burgesse 1945:11), and the Mistassini Cree 
"refer to their hunting grounds as namèckanu, 'my path, my road' as though their 
business of life lay along the well-known track over which they pass in canoe and 
wüh sled in setting their traps an.d killing the meat- and fur-producing animais" 
(Speck 1923:460). 
6.2.1 Negotiating paths in the Canadian Shield 
Travelling the Precambrian Shield is not devoid of hardship. The difficulties of water 
transportation were recognized as freeze and thaw cycles, winds, currents, waterfalls, 
128 Hilger (1936: 18) was infonned by an Ojibwa woman from Michigan that woods and inland 
lakes belonged to animais. Wben travelling, people would forma line "making only a single pa th, and 
as it were tell the animais and the earth tbat they were only using this bit of the land to go to another 
place." 
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and rapids had to be dealt with appropriately. Negotiating the paths necessitated the 
storing and sharing of knowledge about the waterways in the form of topographical 
lore, toponyms, and maps . The importance of the waterways is evident in the 
classificatory system developed for waterways, which encrypts vital information 
about the environment. The classification was based on the characterisrics of lake and 
river bottoms, water currents, types of banks, and local flora (Den ton 2007:145 -146; 
Pentland 1975; Tanner 1979:45). This knowledge is reflected in the toponyms of an 
area. For example, the Cree near James Bay have a term for "stream leading to 
another drainage system," which is kwëtapohikan. Tbe Kwetabohigan River, which 
connects the Albany and Moose River basins, takes its designation from this term 
(Pentland 1975 :157). The navigability of a water body is also indicated by toponyms. 
Among the Whapmagoostui Cree of Québec, the toponym Ahpipuniskiushich means 
"winter open water," signifying that the water body does not freeze completely in 
winter, and thus signalling that travet on it in the winter is dangerous (Denton 
2007: 146). 
The dangers and perils of travel were weil recognized and the assistance of other-
than-human beings was sought. Underwater spirits were often propitiated with 
various gifts, such as tobacco and dogs, which were thrown into the water or 
deposited on rocks near dangerous routes or falls. This was done in order to calm the 
waters and secure a safe journey (e.g. de Charlevoix 1923[1761] :2:137; Henry 
1921:107; Jones 1861 :84; Morrisseau 1965:27, 33 ; Radin 1928:662; Thwaites 1896-
1901:50:287). Somerimes, particular rocks were designated places for such rituals 
(e.g. Tbwaites 1896-1901:68:43). Such an offering rock was located on North Point 
on Thunder Bay (Lake Huron, Michigan) . 
Feeling sorne anxiety to see the manito, I went in company with the 
interpreter to the spot where the Indian had told us it was to be found . It is 
about one hundred yards from our encampment, and forty steps from the 
beach, in a thicket of pine and spruce, and aspen. The place is cleared of 
ali kinds of undergrowth, and is of an oval figure, about twenty feet by 
ten, in the longest, and broadest parts. In the centre of it are about twenty 
stones, four of which are larger than the rest; and each of these, I should 
judge, would measure three feet every way. The path leading to this 
sacred place is weil trod by those who come to make their offerings to 
this pile of stones, which is the manito! Upon the four principal stones 
were the offerings of these benighted people, in tobacco, bits of iron, 
pieces of old kettles, pipes, and various other things. The four large stones 
the Indians said bad been there a/ways, and the little ones had gathered 
round them since. These offerings are made to secure the pleasure of this 
god, and to obtain from him the favour of a fair wind, and protection in 
making the traverse of Thunder bay [sic]! (McKenney 1827 :402; 
emphasis in original). 
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It is interesting to note as weil that the little stones had gathered around the large 
ones. Their ability to gather, hence move, points to their personhood. 
The negotiation of paths was done by relying on natural phenomena such as the North 
Star or moss growth on trees (Hallowell 1955: 190; Harmon 1820:368, 372; Pentland 
1975:156-157) and landmarks. Travel from landmark to landmark is known as 
"piloting" (Golledge 2003:28). As Hallowell (1955:190-191) reported, the Ojibwa 
people identify directions with places and speak of going "toward x." Travel, whether 
on land or by water, was done point by point, instead of following one direction to a 
goal. Landmarks were th us crucial for orientation (Hallowell 1955: 195-196; Hannon 
1820:371 ; K6hl1985[1860]:181). 
There are accounts of sorne key landmarks located especially on major travel routes 
that helped in wayfinding. In sorne cases, they acted as places of encounter and of 
ritual activity. These places consisted of rock fonnations or caves and they were often 
located at narrows or rapids. These places were unusual and salient, imbued with 
significance through toponyms, stories, and experiences, and often they were linked 
with sorne other-than-human person (e.g. Bell 1879:7C; Harmon 1820:31-32; Henry 
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1921:29, 227; Long 1922:58). Large boulders located at entrances to water bodies 
often served as aggregation points and were scenes of ri tuai activities ( e.g. Blackbird 
1887:45; Hind 1860:1:364; Keating 1824:2:198-199; Schoolcraft 1821:87-88). 
Path negotiation was also facilitated by pictographie signs. Signs were left for 
passersby in the woods and along the waterways to indicate the direction oftravel and 
paths to follow; to indicate the number in and constituency of the party (indicated by 
totem animais) ; and to record events, such as hunting exploits or deatbs. These 
images were painted or engraved on trees ( e.g. Keating 1824: 1:340; Kohl 
1985[1860] :143; Skinner 1911:146-147), as well as on pieces ofbirchbark that were 
affixed to sticks and left in conspicuous places, such as landing spots along canoe 
routes (e.g. Harmon 1820:370-371; Skinner 1911:146; Tanner 1830:60, 174-175) 
(Figure A. 51). Negotiation of the landscape through landmarks and antbropic signs 
may have been reflected in rock art sites, where botb the pbysical setting and the 
images could have participated in this task. 
6.2.2 Rock art and patbs 
Rock art was often placed in strategie locations near lake or bay entrances, narrows, 
or portages, where it could have acted as a landmark to guide travellers ( e.g. 
Dewdney 1978:110, 123-125; Jones 1981; Lambert 1986; Lemaitre 2013 :194, 213 -
214; Rajnovich 1980b: 46; Reid 1979a: 250). Sites were also located near 
navigational dangers, sucb as rapids or falls . Mackenzie (1902: 1 :cxxi) recounted that 
"[a]t sorne distance from the silent rapid is a narrow strait, where the Indians have 
painted red figures on the face of a rock, and where it was tbeir custom fom1erly to 
make an offering of some of the articles wbicb they bad witb them, in their way to 
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and from Churchill."129 Travel-related rituals were also recorded at other rock art 
sites, such as Rocher à l 'Oiseau (Sagard 1939[1632]:171 ; Thwaites 1896-
1901:10:165,167) and Painted Stone Portage (Franklin 1823:40-41). The 
maymaygwaysiwu.k were also propitiated for safe passage on lakes and for good 
weather (e.g. Chamberlain 1900b: 273; Dewdney 1957-1978a; Cooper 1936:28; 
Jelllless 1935:42). 
Sorne sites are situated on important travel routes, such as those along the Churchill 
River or those in Quetico Provincial Park where old travel routes between Lake 
Superior and Lake WÎilllipeg are located (Jones 1981:1 ; Morse 1971:36). Yet, other 
sites seern to be located in labyrinth-like places, such as the Lake of the Woods 
(Morse 1971:81), where they could have served as useful landmarks on the 
landscape. Ethnographie work bas also resulted in information that pictographs were 
akin to a rnap on the landscape, identifying directions to take (e .g. Jones L. 1979:88; 
Jones 1981:74; Vickery 1991[1982]:27). For example, according to an Indigenous 
guide pictographs at a site on Bali Lake (northwestem Ontario) were believed "to 
depict directions as to a route along the river when the tribe rnoved to the wintering 
ground" (Dewdney 1957-1979). 
6.2.3 Paths in the Temagan1i area 
The ethnogeographer Craig Macdonald (1985a, 1985b) has documented the 
traditional travel routes of northeastern Ontario known as nastawgan within the 
Ternagami area (Figure A.29). Waterways were used in both summer and winter, 
when the ice allowed for walking across a lake or river in snowshoes. Travelling via 
129 The site is located on Black Bear Island Lake in Saskatchewan (Pohorecky and Jones 
1968a:36). 
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waterways was the preferred mode of transportation in both summer and winter 
because it allowed for the carrying of larger loads; in winter the ice provided an even 
surface for hauling toboggans. Other trails were the Bon-ka-nah, which were used in 
winter in places where water would not freeze and where venturing onto the ice was 
risky. Bon-ka-nah could range from a few hundred metres to many kilometres. Their 
construction attests to the detailed knowledge of the local topography, because 
geological faults or sequential series of ponds were used in their construction. 
Onigum was the appellation given to canoe portage trails used to avoid obstacles, 
such as rapids. In addition, overland foot trails marked by tree blazing and known as 
Me-laons existed. They were used throughout the year; however these have not been 
well documented in the Temagami area (Pollock 1992:51-52, 1994:54). 
The nastawgan in the Temagami area are predominantly water routes, and they tend 
to be developed especially on major lakes and rivers. On major lakes, the routes 
would change depending on wind and wave direction, and islands and points would 
be used as lee shores. Bon-ka-nah trails were also present, and their major 
intersections were located, for example, at Diamond Lake, Florence Lake, and Round 
Lake (Wawiagama). The winter trails were also located in the north of Lake 
Temagami, around Ferguson Bay and around Rabbit Lake (Macdonald 1985b). Sorne 
of the toponyms in the area were also helpful elues to travelling that specified the 
physical characteristics of the lakes, such as their shape. Thus there are seven lakes 
known as Kaw-kin-aw-ga-mawk which means Long Lake, two Waw-wee-ay-gaming 
meaning Round Lake, and Waw-wee-ay-ga-ma-sing (Little Round Lake). There were 
also Grassy, Muddy and Clear lakes (Jenish 2006). Other toponyms indicated the 
confluence of two water bodies, as is the case of Lake Mat-taw-ga-mising 
(Matagarnasi Lake, a "V" shaped lake) (Bell 1893:92F). According to Barlow 
(1907:258), the native narne of Diamond Lake, Nonwakaming, alludes to the five 
portages that allow exiting the lake into five different directions. 
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6.3 Territories 
A territory can be broadly defined as an area occupied by a group that contrais access 
to its resources . Territories, demarcated by boundaries, stern from occupation and 
land use that is the physical and spiritual exploitation of a landscape by people 
(Berkes 1986; Cumrnins 2004, Zedefio 1997). Land tenure is a system of relations 
which condition the control and ownership of land use (Cummins 2004:2). The right 
to inhabit a land and use its resources stemmed from knowledge related to it and 
ethically rnotivated activities carried out on it (Laronde 1993 :94). Land could not be 
bought or sold. This is encapsulated, for example, in the words of northern Ontario 
Cree hunters "only Gad can own the land" (Cummins 2004:48). 130 In the Canadian 
Shield territories documented in the nineteenth century tended to correspond to river 
drainages. Geographie features such as rivers and mountains demarcated terTitorial 
boundaries. The boundaries were flexible and depended on the stability of the groups 
because the territories were "impennanent and sociological, rather than permanent 
and political" (Cleland 1992:99; Harmon 1820:379). Territorial size seemed to be 
related to ecological and economie factors. Territories north of Lakes Superior and 
Huron were large, averaging between 7,000 to 10,000 km2 (Cleland 1992:99). N'Daki 
Menan, the territory of the Teme-Augama Anishnabai is almost 10,000 km2 in size. 
Dwelling on the land and the accumulated knowledge and skills sustained the 
relationship that people have developed with it. Land and people were integrated. As 
Potts (1989:204) explained: 
We have always been deeply attached to the magnificent forests in which 
we have carried on our traditional life. Before the corning of the white 
130 When speaking English, Cree use "ownership" because there is no adequate translation for 
the term emp1oyed for land ownership, whicb imp1ies "control, custody, and ownership." A different 
term designa tes property iliat can be boughr or sold (Berkes 1986:150-151 ). 
man we made use of more than three hundred plants - sugar maples, for 
instance, and basswood fibres for making twine snares and fishing nets-
and our trails, called nastawgan, sorne of them as old as 3,000 years, still 
crisscross the area. They are a testimony to our system of year-round 
travel by foot, canoe, snowshoe, and toboggan: few people anywhere 
have ever lived more intimately with their environment than we have. 
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He went further to assert that "everything was connected to the land; our whole 
identity is linked to non-hun1an !ife" (Ports 1998:190). Land has to be taken care of in 
order to sustain human and non-human life. It is human responsibility to be good 
custodians and to ensure the proper stewardship and management of lands through a 
respectful and reciprocal behaviour that stems from spiritual praxis and rules as weil 
as the maintenance of social relationships ( e.g. Berkes 1986; Berkes et al. 2009). As 
Mary Laronde (1993:93) states, "[o]ur land, n'Daki Menan, was held in common by 
ali Teme-Augama Anishnabai, and it was and is our sacred responsibility to care for 
our land, follow the laws of the Creation, and provide for the future of our children." 
A variety of activities were carried out in order to ensure its sustainable use. For 
example, controlled fires would promote successive forest growth and nourish both 
humans and animais (Laronde 1993 :94, 97; Potts 1989:208-209, 1998:187; Katt 
Theriault 2006[1992]).13 1 
Speck (e.g. 1915b, 1915c, 1923, 1929, 1985[1917]) was . among the fust 
anthropologists to study the phenomenon of land tenure among Algonquian-speaking 
groups ofNortheastern America. Speck (1915c: 290) identified the basic social unit 
13 1 The people of Temagami possessed an extensive knowledge of their land and its resources. 
They knew wlticb places were good for :fishing, hunting or obtaining special rnaterials, sucb as wood 
needed for the production of their implements. This Jcnowledge has been preserved in some toponyrns. 
Places where hunting would be propitious included Lady Evelyn Lake lcnown as "the haunt of the 
moose" and Makobe Lake known as "where the bear goes into the water," which indicated a bear 
crossing place. Good fisbing locales included Sturgeon and Lady Evelyn River known as "the speckled 
trout strean1'' (Hodgins and Benidickson 1989:6-7, JI; Jenish 2006; Macdonald 1985b). Specifie 
materials could be obtained at various places. For example, Tomiko River, lined witb bircb trees, was 
known as the "canoe-building river" (Barlow 1907:217; Hodgins and Benidickson 1989:1 0). 
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of northern Algonquian peoples as the family hunting group, "a Ianship group 
composed of folks united by blood or marri age, having the right to hunt, trap, and fish 
in a certain inberited district bounded by sorne rivers, lakes, or other natural 
landmarks." Speck (1915c: 290) furtber explained the nature of hunting terri tories : 
These tenitories, as we shall call them, were, moreover, often known by 
certain local names identified with the family itself The whole territory 
claimed by each tribe was subdivided into tracts owned from time 
immemorial by the same farnilies and handed down from generation to 
generation. The almost exact bounds of these terri tories were known and 
recognized, and trespass, which, indeed, was of rare occurrence, was 
summarily punisbable. 
The existence of hunting grounds was documented arnong various Innu, Cree and 
Anishinaabeg bands (e.g. Cooper 1939; Curnmins 2004; Davidson 1928a; Hickerson 
1967; Leacock 1974[1954] ; MacPherson 1930:72-74; Speck 1915b). Much ink has 
been spilled on the question of the aboriginality of family hunting grounds (e.g. 
Bishop 1970; Cooper 1939; Leacock 1974[1954]; Hickerson 1967). The post-contact 
nature of this phenomenon generated by fur trade and environmental changes bas 
been generally recognised since Leacock's 1954 study. Since then, the debate bas 
shifted to the function and operation of the terri tories and their relation to Algonquian 
society at large, as well as to continuities and changes brought about tbrough 
increased contact with non-lndigenous peoples and institutions (Tanner 1986; e.g. 
Berkes et al. 2009; Curnmins 2004). 
The Teme-Augama Anishnabai hunting territories were described by Speck (1915b, 
1915c). He reported the statement of the Second Chief Aleck Paul as follows : 
ln the early times the lndians owned this land, where they lived, bounded 
by the lakes, rivers, and bills, or determined by a certain number of days ' 
journey in this direction or that. Those tracts formed the hunting grounds 
owned and used by the different families . ... [Animais] formed the stock 
on his family hunting ground, which would be parceled out among the 
sons wh en the owner died. . . . We were to own this land so no other 
Indians could hunt on it. Other Indians could go there and travel through 
it, but could not go there to kill the beaver. Each family bad its own 
district where it belonged, and owned the game. That was each one ' s 
stock for food and clothes. If another Indian hunted on our territory we, 
the owners, could shoot him. This division of the land started in the 
beginning of time, and al ways remained unchanged. . . . Sometimes an 
owner would give permission for strangers to hunt for a certain rime in a 
certain tract. This was often done for friends or when neighbors bad bad a 
poor season. Later the favor might be retumed (Speck 1915c: 294-295). 
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Speck (1915b, 1915c) recorded fourteen hunting territories in n 'Daki Menan (Figure 
A.30). These territories ranged between 500 to 800 km2 in size and each one bad a 
name like Misabi and Wendeban derived from family names (Potts 1989:204). 
Territories were not fixed and tbeir shape could change. For example, they could be 
divided up after the deatb of the father or when a woman married a man from outside 
the band who came to be accepted as a band member (BITT examination of Chief 
Gary Potts, vol 37, P. 6603 - L. 18). The rime period of implementation of this land 
tenure system in n 'Da ki Menan is not known, but it was well established when Speck 
first brougbt it to the attention of non-Indigenous people in 1915. 
Territories are bound by: physical boundaries (tangible sucb as a river) and social 
boundaries (intangible and expressed in language, religious beliefs or kinship ). 
Cashdan et al. (1983) discuss two ways tbat boundaries could bave been maintained 
among bunter-gatherers. One was perimeter defense, where the boundaries would be 
patrolled and enhanced with anthropic additions, such as images eut into trees. This 
type of territorial defense is associated usually witb small terri tories where resources 
are predictable. Wbere resources are less stable and territories larger, bumans resort 
to the protection of social boundaries where access to the social group and their 
knowledge of the environment would be sougbt. Acceptance into the group could be 
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mediated by ceremomes and there would be no clearly marked and advertised 
territorial boundaries. According to Cashdan et al. ( 1983), the Algonquian-speaking 
peoples of the boreal forests would faU into the second category. 
Among Algonquian-speaking peoples, both the band territory and the hunting 
grounds were delineated by natural features . This lack of anthropic demarcation of 
territorial boundaries is consistent with the arguments made by Cashdan et al. (1983). 
Land tenure among hunter-gatherers is envisioned in tenns of places and paths that 
interconnect them (lngold 1986:153; cf Hallowell 1955:210-211). Territories bad 
flexible boundaries and this would preclude their marking through such a permanent 
means as rock art. 
Rock art could have played a role in the maintenance of social boundaries through its 
implication in the ceremonies and rih1als that welcomed strangers into the social 
group or re-affirmed alliances. It is during such rituals that information about 
territories and their resources, as well as travel routes (e.g. Hind 1860:1:98-100) 
would be conveyed. O 'Shea and McHale Milner (2002) analysed the material 
indicators (natural features , human-made features and material culhrre) of 
territorialüy and interaction of the Michigan pre-contact Juntunen phase ( 13 th century 
AD. to contact) of the Upper Great Lakes. They have argued that at the band leve!, 
interactions would take especially the form of kinship ties, which necessitated few 
formalities in order to maintain these relationships. There would be no need for overt 
identity or ownership marking as face-to-face contact would render it redundant. This 
further explains why hunting territories would not have their boundaries clearly 
demarcated through anthropic means. These boundaries would be known to the 
members of the band and natural landmarks sufficed in their demarcation. O 'Shea 
and McHale Milner argue that at a larger inter-band and inter-tribal scale, these 
interactions would be formalised via ceremonies set in particular aggregation places, 
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often located near waterways, where groups would gather and perforrn ceremonies.132 
These places could be sacred stones or anthropic constructions; for example, rock a11 
sites or mounds. These locations could have also served as landmarks in navigation. 
As has been mentioned, sorne large boulders located at entrances to water bodies 
often served as aggregation points and were scenes of ritual activities. The nineteenth 
century Ottawa tribal leader Andrew Jackson Blackbird thus described two 
aggregation locations in Michigan: 
Earl y in the spring we used to come down this beautiful stream of water 
(Muskegon River) in our long bark canoes, loaded with sugar, furs , deer 
skins, prepared v eni son for summer use, bear' s oil, and bear meat 
prepared in oïl, deer tallow, and sometimes a lot of honey, etc. On 
reaching the mouth of this river we halted for five or six days, when all 
the other Indians gathered, as was customary, expressly to feast for the 
dead. AU the Indians and children used to go around among the camps 
and salute one another with the words, "Ne-baw-baw-tche-baw-yew," that 
is to say, "I am or we are going arotmd as spirits," feasting and throwing 
food into the fire - as they believe the spirits of the dead take the victuals 
and eat as they are consumed in the fire. 
After the feast of the dead, we would all start for Arbor Croche, our 
summer resort, to plant our corn and other vegetables. At the crossing of 
Little Traverse Bay at the point called "Ki-tche-ossening," that is to say, 
"on the big rock," ail the Indians waited until all the canoes arrived, after 
which they would ail start together in crossing the bay. When about half 
way across they would begin to salute Arbor Croche by shooting with 
guns, holding them close to the water in order that the sound might reach 
to each side of the bay, to be beard by those few who always made their 
winter quarters around Little Traverse Bay (Blackbird 1887:45). 
Laidlaw (1917:13) was informed about another important rock that acted as an 
aggregation point where inter-tribal meetings took place: 
132 The control of access to terri tories through pa th control is evinced for example in an account 
by Father Le Jeune who states that the Montagnais "have a very remarkable custom. Wben other 
nations arrive in their country, they would not dare pass beyond without permission from the Captain 
of the place; if they did, their canoes wouJd be broken to pieces" (Thwaües 1896-1901: 12: 189). 
Just across Sturgeon Lake133 from the lower wharf at Sturgeon Point, 
there is an unusually large and round-shaped granite boulder. Not many 
years ago it was high up on the lake bank beyond high water. It was a 
very conspicuous abject. Of late years the waves have undermined the 
bank and that boulder has fallen into the water. .. . It is now known as 
"Treaty Rock," and the story goes that it was there the rival tribes from 
east and west used to meet, shake hands, make treaties, exchange 
wampum belts, etc. 
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Rock art could have functioned as a mediation mechanism between inter-band and 
inter-tribal members helping to maintain social boundaries. Rock art sites placed at 
strategie locations such as entry points into n 'Dah Menan on major water routes 
could be the scene of rituals were alliances and relationships were formed and 
renewed. 
Both hunting territories and n 'Daki Menan might have had specifie rock art motifs 
associated with them. For example, Dawson (1995) and Lambert (1983:124) have 
proposed that rock art might have served as a territorial marker depicting totems or 
canoes that marked specifically Ojibwa territories .134 Since this study concentrates 
especially on n 'Daki Menan and on! y five sites outside of it are examined it is 
impossible to say at this stage if and what motifs were specifie to the band territory of 
the Teme-Augama Anishnabai. However, an examination of motifs in particular 
hunting territories can be undertaken. Conway and Conway (1989:54) have suggested 
that "[i]t is possible that sorne persona! rock art motifs vary from family group to 
family group within a given band territory." Portrayals of clan emblems in specifie 
hunting ground areas could be part of a strategy of claiming the land or asserting 
particular group identity. 
133 Sn1rgeon Lake is part of a chain of the Kawartha Lakes. It was on an old canoe route from 
Georgian Bay through Lake Simcoe to Lake Ontario (Vastokas and Vastokas 1973:7). 
134 Dawson's hypothesis that pictographs of canoes are exclusively Ojibwa in origin is not 
tenable since canoes are also found in Québec in Algonquin Ierritory (see Lemaitre 2013:182). 
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Rock art could have also played a role in territorial maintenance m situations of 
conflict. Bouchet-Bert (1999) bas argued that the rock art at Writing-on-Stone in 
Alberta fimctioned as deterrent art against Blackfoot people's enemies. As bas been 
mentioned in Cbapter V, images would be employed to ward off bad luck or illness. 
It is thus possible tbat sorne rock art was employed as a deterrent agent discouraging 
potential trespassers. Trespass of hunting territories was frowned upon and could be 
the genesis of dire consequences. Hunting on someone else's family territory without 
permission could entai! gossip, reprimands, beatings and even death, altbougb the 
practice of conjuring, which brougbt on bad luck or sickness, was the most common 
method of dealing with poachers (Jenkins 1939:29; MacPherson 1930:73; McGee 
1951:51; Speck 1915b). Punishing trespassers tbrough sorcery via images was also a 
possibility; since rock art was used in sorcery, it might have been employed for tbese 
means. However, it is impossible to state if any of the images were related to 
conjuring rituals against trespassers. 
Attacks on people from n 'Daki Menan could have been dealt with through sorcery. 
According to oral traditions, in the seventeenth century, the Haudenosaunee/ Iroquois 
attacked many Algonquian bands in northeastern Ontario and western Québec. 
Stories of Iroquois battles are known in Temagami and in surrounding areas such as 
Abitibi, Lake Nipissing, lac Simard or Grand lac Victoria (southwestern Québec) 
(e.g. Davidson 1928b: 280-281 ; MacPherson 1930; Mathias and Pinard 1998:117-
118).135 Among the Teme-Augama Anishnabai, stories of these attacks mention 
specifie places where ba tt! es occurred (Conway 1982a; Gordon 1995a: 12, 17, 18; 
Speck 1915a: 76-78). These stories take place especially on Lake Temagarni. 
135 Many toponyms arrest to Iroquois presence and conflicts in Ontario and Québec. The 
explorer Hind ( 1863:1 :273) wrote: "ln eastern Canada, the names of many falls and rapids on sorne of 
the larger ri vers are derived from the treacherous murders committed by that ferocious and conquering 
race." This would account for the naming of the Iroquois Falls (Abitibi River) north of the Temagami 
area (Skinner 1911: 115-116; Speck 1915a:26-27). 
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According to one story, the Haudenosaunee were campmg at Mattawapika 
(confluence of Montreal River and Lady Evelyn River) when they spotted a canoe 
with Temagami people. A long chase through the Lady Evelyn Lake, Diamond Lake 
and Lake Temagami ensued. It ended with a battle at the south end of the Temagami 
Island. Another battle took place north of Bear Island and Garden Island on a small 
island. The stench of decomposing bodies after the battle is at the origin of the name 
of this small island and another one in its vicinity - Stinking Islands. Other battles 
took place on Temagami River, Rabbit Lake, and on Little Round Lake (northwest of 
Wakimika Lake). The latter battle m:ight have taken place in the wintertime, since 
Little Round Lake is at the confluence of major bon-ka-nah traits or winter snowshoe 
trails (Conway 1982a).136 A battle also took place on a steep hill in Portage Bay 
(Lake Temagami) (Figure A.52) (Gordon 1995a: 17-18). Another element associated 
with the Iroquois raids was the d:igging of lookout pits or depressions in the ground 
from which the potential approach of the enemy could be observed. Such pits were 
located on steep ridges or bills on the shorelines of islands at Little Round Lake, and 
on Lake Temagami at High Island, Garden Island and Temagami Island (Conway 
1982a). Gordon (1995a: 17) was informed by Eider Bill Twain about the use of a 
lookout point as a watchtower "atop the north end of High Rock Island." 
Before the HBC post was built in 1834, Temagami people used to camp 
at Wabikon on the southeast corner of Temagami Island. High Rock 
Island is directly southeast across the channeL When Iroquois raiders 
came up to Temagami, the Temagami People used smoke signais to tell if 
the Iroquois were coming from the south or north, Ottawa and Montreal 
River People would say if Iroquois were coming and warn the Temagami 
People. So the Temagami People posted lookouts on High Rock Island. 
136 The Iroquois often raided in winter, travelling on snowsboes and artacking by surprise 
(Tappan Adney and Chapelle 1964:214). 
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Rock art has been linked with the Haudenosaunee. Speck (1915a: 76) recorded 
verbatim the following account from Chief Aleck Paul: 
The Iroquois used to come here to fight the Ojibwa because the 
Americans bad driven them from their homes in the States and the 
Iroquois bad to seek new countries beyond the settlements in the North. 
In their excursions, when they got far from home, they eut and painted 
pictures in the rocks on river or lake shores [sic] , so that their friends, if 
they ever penetrated so far, would know that their own people bad been 
there before them. The characters of these pictures would tell what bad 
happened, so tbat if the advance party never returned to tbeir people, 
sorne record would at !east be left behind oftheir journey. 
Speck (1915a: 76) further adds that "[t]he Ojibwa attributed nearly ail pictographs to 
the Iroquois . On Lady Evelyn lake are a number of such figures, showing animais and 
men in cano es." A tourist by the name of Dorothy Ames was infonned by a local 
guide that the Diamond Lake pictographs (ChHb-1) were executed by the Iroquois 
(Wintemberg 1934). During the 1980s land daim trial, other Teme-Auga.ma 
Anishnabai have also stated that the Iroquois were responsible for sorne of the rock 
art (BITT examination of Alex Missabi, vol. 35, P. 6203 - L. 5; BITT cross-
examination of Michael James Paul, P. 6225), specifically identifying Diamond Lake 
pictographs as made by the Iroquois in order to leave a message for another war party 
(BITT examination of Gary Potts, vol. 37, P. 6794 - P. 25). The Matachewan 
pictographs (DaHe-4) were also ascribed to the Iroquois, as were those of 
Beaverhouse Lake (DbGw-4), north of the Temagami area (Conway 1976a: 19; 
Holley 1984:7). Conway and Conway (1989:53) remark that they have been informed 
by "Temagami tribal eiders, who are more conversant with shamanism and traditional 
lore, [ ... ] that their ancestors were responsible for this rock art." Indeed, Canadian 
Shield rock art shares a pictographie inventory with other Algonquian visual 
expressions and there are no known rock art sites in Iroquoian lands (Conway 1976b: 
20; Dewdney and Kidd 1967:157; cf. Keating [2002:209-21 0] for an eighteenth 
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century account of an Iroquoian pictograph site in the area of Albany and the 
Ecaregniondi rock rnentioned by the Jesuit Brébeuf [Thwaites 1896-1901:10:145])_ 
Inforrnants from Temagami, as well as from Temiskaming, Nipissing, Saulteur and 
Amikwa bands interviewed by Conway in the 1980s stated that the pictographs of 
multiple-occupant canoes 137 were made in the context of sorcery in order to avert 
Iroquois attacks (Conway 1984c; Conway and Conway 1989:53). 
6.4 Multifunctional sites 
The various functions that rock art played in relation to places, paths and territories 
concentrated at sorne rock art sites_ These multifunctional sites were more likely to be 
recognised and engaged with by band members and even outsiders, thus they would 
have a larger audience_ Conway (1985a: 5-6) recorded an account from two Eiders of 
the Serpent River First Nation about a pictograph site known as the Rooster Rock 
' (located on Quirke Lake, north of Lake Huron)_ This site, located on a striking 
massive cliff, was used for fasting and it was inhabited by other-than-hurnan persons 
- the boy who over-fasted and became a non-human being and the 
maymaygwaysiwuk The cliff was also located on a route to hunting grounds and it 
was a place where various offerings, especially tobacco, were deposited in order to 
have propitious travelling conditions, to assure luck in hunting and to fulfill other 
unspecified desires . This account points to the importance of the characteristics of the 
place, of the location along travel routes, as well as of oral traditions that collective! y 
nurtured the plurality of engagements wüh rock art It is likely that other sites 
137 It is not clear what Conway meant by a multiple-occupant canoe_ According to 
ethnobistorical accounts, canoes could take anywhere from 2 to 14 men, while another accow1t 
mentions a canoe with 30 passengers on board. Wben Champlain attacked the Iroquois in 1609, he 
found that their canoes cmùd carry 10, 15 and 18 men (Tappan Adney and Chapelle 1964:7-8). 
236 
mentioned in ethnohistorical accounts, such as Rocher à l 'Oiseau, were also widely 
known and engaged with. Nevertheless, there are also sites that did not reach a larger 
audience because of their location or inconspicuousness and they fulfilled less 
functions . The rare example provided by the Rooster Rock site leads to a 
consideration of the concepts of public and private sites that will be discussed in the 
next chapter. 
6.5 Chapter Summary 
This chapter explored the relationships between rock art and landscape, specifically 
how rock art might have played the role of a sacred place, of a navigational aid and of 
a mechanism for the negotiation of social boundaries, for the marking of hunting 
grounds and for deterring "unwelcomed" people. Connections with other-than-human 
persans were realised thanks to the physical particularities of the places ( e.g. high 
cliffs, acoustic properties), and rock art sites' association with effigies or other sacred 
places. The possibilities offered by rock art for the navigation of the myriad of lakes 
and rivers in the Canadian Shield have also been explored. Bath ethnohistoric and 
ethnographie sources hint at rock art as a potential navigational aid and mention the 
ritual actions linked to travet which were undertaken at these places. Rock art's role 
in territoriality remains largely unexplored. Though rock art would not mark 
territorial boundaries, it might have marked territories though particular motifs and it 
might have participated in the negotiation of social boundaries. Ultimately, it was the 
images, the characteristics of the place and the location within the landscape in 
relation to water routes or aggregation areas that would have bad an impact on the 
roles of rock art sites. How to identify sites associated with particular functions? The 
discussion of the agency of art undertaken in Chapter V demonstrated that bath 
figurative and abstract images and the materiality of artworks were equally implicated 
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m the relational field and contributed to artworks ' functions. Chapter VI bas 
discussed the physical and locational characteristics of sacred places, landmarks and 
aggregation places. It bas also discussed the possible relations between rock art, paths 
and territoriality. The time bas come to combine the data from Temagarni rock art 
sites presented in Chapter IV and to examine it in light of the information presented 
in Chapters V and VI. 
-· ----- ------------------
PART IV 
TEMAGAMI AREA ROCK ART 
---- ----------------
CHAPTER VII 
ROCK ART OF THE TEMAGAMI AREA: DISCUSSION 
This chapter is devoted to the discussion of the roles that rock art sites might have 
served. These roles are those of sacred sites, travel aids and of sites implicated in 
territorial marking, negotiation of social boundaries and determent of attacks_ As 
sacred sites, rock art was associated with the maymaygwaysiwuk and medicine men_ 
Sorne sites on or around large lakes were particularly suited for communal rituals _ 
Most sites could have been associated with fasting_ Pictograph sites are strongly 
linked with nastawgan and they are often located at narrows or routes intersections_ 
Around half of the sites are located on major interior routes while a handful is located 
on major highways and around a third on secondary interior routes . Many of the sites 
are dotted with characteristics that made them propitious landmarks_ Rock art sites 
could guide, they could be places where offerings for safe travel were made, or they 
could indicate places that were avoided due to their associated powers. The 
importance of routes for mobile htmter -gatherers of the Canadian Shield ( explored in 
Chapter VI) is palpable in rock art It was the route's importance that influenced the 
presence of rock art and the difference in pictorial content Rock art did not mark 
hunting territories, however sorne conspicuous sites located at the entry/ exit points 
into n'Dalci Menan would have been suitable for rituals where alliances were (re)-
created between different nations. It cannat be stated with certainty if rock art 
participated in sorcery rituals and acted as deterrent art The multiple-canoe 
pictographs that the Conways (1989:53) have linked with sorcery rituals are rare. 
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However, sorcery was frowned upon and it is possible that rock art associated with 
this activity came to be ascribed to the invaders against whom it was supposed to 
protect. The chapter ends with a discussion of public and private sites and of the 
relationships that rock art cultivated in the landscape. 
A consideration of the image content, number and variability at a site in the context 
of the sites' distribution in the landscape allows for sorne trends to emerge. The 
northem portion of the Temagami area bas only six known sites: Wapus Creek, 
Longpoint Lake (Areas 1 and 2), Matachewan Lake 1 and 2 and Ferris Lake. Except 
for Matachewan Lake 2 and Longpoint Lake (Area 2), these sites tend to have a 
higher number of images and a varied pictorial content. Ferris Lake, Wapus Creek 
and Longpoint Lake sites also contain 25 of the 86 figurative images, especially of 
zoomorphs and anthropomorphs. The paucity of sites 138 combined with a . higher 
number of images and a substantial variety of images per site, as well as evidence for 
re-painting (Wapus Creek and Longpoint Lake [ Area 1]) indicate that these sites 
served as major focal points in the landscape that attracted diverse rock art activities 
and associated rituals. 
In the west, there are currently five known sites (Matagamasi Lake 1 and 2, Stouffer 
Lake, Chiniguchi Lake and Lake 1895/Y orston River) . Except for Matagamasi Lake 
2, the sites have many images and a substantial variability in the image content, 
including the presence of Unique Anthropomorphs and GMC motifs. Eighteen 
figurative images are present at these sites, especially at the Matagamasi Lake 1 and 
the Stouffer Lake sites. Once again, fewer sites are major foci in the landscape. 
138 The area around Longpoint Lake was flooded. Otber sites migbt have been present tbere 
(Craig Macdonald, personal communication 2014). 
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There are no known sites in the south of the area (i .e. south of Lake Ternagami). In 
the east, there is a site on Matabitchuan River and seven sites on Lake Anima 
Nipissing. The sites in the east tend to have between 11 and 20 motifs. The images 
are varied, however Jess so than in the north . Rare motifs include GMC, Thunderbirds 
and a Rand. Figurative images an1ount to fifteen, however they are especially present 
on two sites: Matabitchuan Pictographs and Anima Nipissing Pictograph (Areas l 
and 2). 
The heartland of the Temagami area (Lakes Obabika, Temagarni, Wasaksina, area 
around Maple Mountain) contains a large number of sites, especially on Lake 
Temagarni. Such a large concentration of sites clearly points to a major area of human 
activity. This is not surprising as large lakes were often centers of aggregation, 
especially in the sumrner. The sites tend to be smaller, especially on Lake Ternagami . 
However, there are two sites with numerous images: Diamond Lake and Obabika 
Inlet 2. The variability of the pictorial content is smaller than at the periphery of the 
region, except for Diamond Lake, the most varied site in the Temagami area. Obabika 
Inlet 2 has a Jess varied pictorial content which points to a more restricted range of 
messages and of contexts' of creation. Among the heartland's 300 images that are 
found at 42 sites, only twenty-eight are figurative. The majority are at Diamond Lake. 
Based on the current state of knowledge about the distribution of the sites and their 
image content, the center of the Ternagami area has many sites that tend to be 
smaller. The larger number of small sites in the heartland and especially on Lake 
Temagarni seems to point to a phenomenon where various individualised episodes of 
creation occurred. There was a greater freedom of choice regarding places where rock 
art could be produced. The plurality of these sites points to a larger contingent of 
potential creators among whom there likely were those who possessed as well as 
those who lacked specialised knowledge. Closer to Lake Temagarni, the choice to re-
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visit places in order to engage in rock art production is present to a certain extent on 
Lakes Obabika and Anima Nipissing and especially at Diamond Lake. The periphery 
of the area bas a few sites that tend to be larger and have a greater diversity of image 
content. These sites act as central nodes where varied messages are conveyed. The 
smaller number of sites points to a more controlled rock art activity, where there is a 
conscious choice to reuse designated p laces. 
Spatial differences in the distribution of the sites and of the image content indicate 
that the functions of rock art stem from its place in the landscape. These differences 
can arise from rock art's relation to aggregation areas, travel routes and territories. 
Hence, the various functions are discussed from the perspective of place, path and 
territory. The discussion starts from the locus of rock art and encompasses the ever-
growing relationships between rock art, place, routes and territories, thus striving to 
achieve a more thorough and panoramic perspective for rock art within its landscape 
context. At the same time, the discussion progresses from the known and familiar 
within rock art research (sacred place) to increasingly unexplored areas of 
scholarship, paths and territories. 
7.1 Sacred sites 
This section discusses rock art as sacred places associated with maymaygwaysiwuk. 
Their presence at rock art sites can be deduced from few accounts by Indigenous 
people and the physical properties of the place. The link between rock art and 
medicine men is tackled next through an examination of sites possibly connected with 
Wendaban (a nineteenth century medicine man) and through an exploration of images 
of specialised knowledge. Finally, the possibility of individual and communal rituals 
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at rock art sites is probed based on the characteristics of place and the relation of sites 
to aggregation areas . 
7 .1.1 Maymaygvvaysiwuk 
In the Temagami area, some sites are associated with the maymaygvvaysiwuk. One 
account identifies their dwelling as the cliffs at the northern end of Bear Island 
(Twain 2003:14). There are two sites, CfHa-3 and CfHa-5 that are located in the 
north of the island and though the account does not specifically mention them, the 
strong association between maymaygwaysiwuk and rock art suggests these sites were 
their abodes. Maymaygwaysiwuk's sightings were also reported at the Diamond Lake 
site (Lemaitre 2013 :128). Possible depictions of the maymaygwaysiwuk (i.e. 
anthropomorphs with arms up) are present at a number of sites including: Anima 
Nipissing Pictograph (Area 1, Panel 1 ), Matagamasi Lake 1 (Panel 2), Diamond Lake 
(Panel 6), Lake 1895/ Yorston River (Panel 1) and Devil's Ledge (Area 1, Panel 2). 
However, these motifs do not have to depict these beings, not even the 
anthropomorph at Diamond Lake where their presence was noted. For example, 
according to one story, the Devil 's Ledge anthropomorph is a young girl who 
drowned white the nearby "infinity" syrnbol represents the shape of Obabika Lake 
(Alex Mathias and Bill Buchan, persona! communication 2013). 
Cliffs associated with the maymaygwaysiwuk were not necessarily painted (e.g. 
Devi! 's Rock/ Manitou Cliff on Lake Temiskaming) and these general interpretations 
of the motifs cannat be safely applied across the entire Canadian Shield and through 
rime because they were collected in the twentieth century, especially in northwestem 
Ontario. Rather, of greater interest are the physical characteristics at the three sites 
where the presence of the maymaygwaysiwuk was revealed. Ail have cracks that 
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could have been penetrated in order to enter their abodes. As has been discussed in 
Chapter V, cliffs associated with the maymaygwaysiwuk were entered through such 
cracks. At the Diamond Lake site, a large vertical fault located between panels 7 and 
8 gives the allusion of a door. Other large crevices , for example such as those found 
at the Baie Jeanne, Shady Grove or Matachewan 1 sites, might have been doorways 
for the maymaygwaysrvvuk. At the Horwood Lake site, located northwest of the 
Temagami area, such a large crevice that allows one to enter into the cliff and look 
out onto the lake is known as Memegwaysi Door (Macfie 1958; Macfie and Johnston 
1991 :105). At CfHa-3 , the pictographs are on a rare srnooth lichen-free area of the 
rock. The oblong, Iichen-covered cliff gives the impression of a wigwam or lodge, 
while the smooth area located at water-level has the appearance of a door through 
which the cliff can be accessed (Appendix C, page 388-389). The idea that 
pictographs mark entrances to cliffs has been expressed in relation to other sites 
across Ontario. Dewdney was informed by anonymous residents of the Sioux 
Lookout area (northwestern Ontario) that " [the maymaygwaysiwuk] went right into 
the rock near where the paintings are" (Dewdney 1957 -1978a). A man from Pickle 
Lake (northwest of Lake Nipigon) told Dewdney: "They have gone into the rock, and 
that is why the pictures are on the rocks, to show where the maymay' k disappeared 
into the steep rock under the water" (Dewdney 1963-1965:52). May maygvvaysiwu.k 
are sornetirnes linked with falls , thus increasing the possibility that the Wapus Creek, 
Helen Falls and Diamond Lake sites are connected with these other-than-hurnan 
persans. 139 
The presence of the maymaygwaysiwu.k in the area opens up the possibilities of 
relations between them and medicine men, fasting youth, and general population that 
139 Lake 1895/ Yorston River pictograpbs are located on a lake called A-sab-bee- S. This 
topoynym means "fisb net" (Craig Macdonald, personal communication 2014 and see Baraga 
[1 853:45] Assab). Maymaygwaysiwuk were known to steal fish from nets. Could this toponym allude 
to tbese beings and their unortbodox methods ofprocuring fisb? 
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could seek them for safe passage across lakes. It is possible that maybe one of the rare 
images of anthropomorphs did represent a maymaygwaysi and that the image was 
meant to be a fom1 of "control-power." But because these images are so rare, it seems 
that pictographs rarely invoked these other-than-human persans through their mimetic 
capacity. Given the tluidity of meanings and contexts of engagement that rock art can 
generate when examined through the user/ caretaker framework, it would rather be 
the presence of the images in a particular place that beckoned humans and non-
humans to interact. These rock art sites bad agency because they enabled 
communication. 
7 .1.2 Medicine men 
Rock art in n 'Daki Menan seems to have been made or used at some point in the 
nineteenth century by a medicine man known as Wendaban (Conway and Conway 
1989:56). Wendaban, a Jes 'sakkïd' and a Wabeno 140 (Craig Macdonald, personal 
communication 2014), lived on Lady Evelyn Lake. A map created by Barlow (1897) 
for the Geological Survey of Canada shows the location of Windabin 's B ouse near 
the lake' s outlet to Sucker Gut Lake, south-east of Maple Mountain. The medjcine 
man 's bouse was located near A-mik Tigwan Ago-jig-onay N., "the place of hanging 
bea ver heads" (Hodgins and Benidickson 1989:11 ; Macdonald 1985b ). There are a 
number of sites in Wendaban ' s lands (see Figure A.61 , family hunting ground #24). 
These include the sites on Sucker Gut Lake, Diamond Lake, Chris Willis Lake, as 
weil as the drowned Lady Evelyn Lake and River sites and the Thunderbird Rock 
Pictograph. It is impossible to say if and which sites were created by this man and 
used for spiritual practices. The proximity of the sacred Maple Motmtain might have 
140 See Chapter V, pages 181-182, for an explanation of these types of medicine men. 
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been a major reason behind the higher number of sites in what were Wendaban 's 
lands_ 
Specialised knowledge is not solely the prerogative of medicine men, however given 
' 
their close association with rock art, there are strong chances that sorne of their 
restricted knowledge made it onto the rock faces_ Such knowledge would not be 
contained in the ubiquitous !ines, but rather in rare or unique abstract and figurative 
images_ These would be those found in categories Geometrie Motifs Complex, 
Mythological Being and Hand, and in types Unique Anthropomorphs and GMS :22_ 
Thunderbird Rock Pictograph, Sucker Gut Lake and Diamond Lake contain such 
images, as weil as spiritually patent physical features, such as prominent cracks, 
while the Diamond Lake cliff is white.141 Little is known of the Lady Evelyn site that 
was located "on the west side of the south arm of Lady Evelyn Lake, just north of 
Lady Evelyn Falls, or about two miles from the frrst series [Diamond Lake]" (Phillips 
1907:41). However, Phillips' drawings (which are more schematic than the motifs 
would be in reality) reveal that beside the usual taily marks, a quadruped, 
anthropomorphs (including one that seems to be sitting in profile), there were tmique 
geometrie motifs of the GMS:22 type and GMC category (Figure A.53). 
Table 7.1 presents sites in and around n 'Daki Menan where images that conveyed 
specialised knowledge seem to be located. Sites with images that conveyed 
specialised knowledge are spread around the Ternagami region, though they do 
concentrate in Wendaban' s lands as weil as Lake Anima Nipissing_ 
14 1 The Sucker Gut site was located on a higher cliff and possibly was painted by a person 
standing on a seree (an accumulation of broken rocks seen througb water) (Bill Buchan, persona) 
commurucation 2014), however the raised water levels bave altered the cliffs beight 
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Table 7.1 Sites with images of specialised knowledge 
Sites with images ofspecialised knowledge 
M otif Categories/ Types Sites 
Unique Anthropomorph 
Devîl's Ledge (Area 1), Lake 1895/ Yorston River, Diamond Lake, 
Matagamasi Lake 1, Stouffer Lake, Ferris Lake 
Ha nd Crowrock Bay 
Mythological Being 
Lake Temagami Pictograph (Area 2), Anima Nipissing Pictograph (Area 1), 
Diamond Lake, Thunderbird Rock, Longpoint Lake (Area 2) 
Baie Jeanne, Bear Island, Lake Tema garni Pictograph (Area 1 and 2), Sharp 
Rock lnlet 2, North Arm Pictograph 2, Sealrock Point, Trout Cliff, Racoon 
Bay 1, Mathias, Obabika lnlet 2, Obabika Lake, Mystery Rock, Devil's 
Geometrie Motifs Simple Ledge (Area 1), Shining Rock (Area 2), North Rock, Greyrock, Crowrock 
22. Unique (GMS:22) Bay, Wasaksina Lake, Matabitchuan River, Lake 1895/ Yorston River, 
Diamond Lake, Helen Falls 1, Chris Willis Lake 2, Sucker Gut Lake, Wapus 
Creek, Longpoint Lake (Area 1), Matachewan Lake 1, Chiniguchi Lake, 
Stouffer Lake, Ferris Lake 
Geometrie Motifs Complex Racoon Bay 1, Lake 1895/ Yorston River, Whitewater Portage, Greyrock, Sucker Gut, Stouffer Lake 
The GMC motifs on Lake Anima Nipissing are especially peculiar. These motifs are 
the result of over-painting, indicating that the sites on which they are located were 
revisited. If these motifs appear as complex geometries nowadays, there was a tirne 
wh en they consisted of few disconnected lin es. Y et, something about these lin es 
incited more re-painting that ultimately led to an amalgam of lines that took on a life 
of its own. DStretch allows seeing these layers, however these intricacies are lost to 
the naked eye. The transformed motifs become a rare complex linear hybrid that 
provokes new connotations, new stories. The re-use of these GMC-bearing sites on 
Lake Anima Nipissing could point to the presence of other rock art producing ritual 
specialists that lived around this lake. Sorne sites seem especially replete with images 
that conveyed specialised knowledge. This is the case of Devil ' s Ledge (Area 1), 
Ferris Lake, Racoon Bay 1, Lake Temagami Pictograph (Area 2) , Diamond Lake, 
Greyrock, Crowrock Bay and Matachewan Lake sites, and especially of Stouffer 
Lake and Lake 1895/ Yorston River sites. The latter site is located in the area of an 
- --------- --- ------ ---
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ochre source. Roughly 5km to the south-east as the crow flies , there is Linger Lake 
which used to be known as Wu-num-man S., while the por6on of the Y orston Rj ver 
between Linger Lake and Sturgeon River was known as Wu-num-man Z. or "red mud 
river" (Jenish 2006; Macdonald 1985b). For its part, the Lake Temagami Pictograph 
(Area 2) is located near the High Rock Island. 
Sites that could also be associated with medicine men were those located at places 
with especially spiritually charged features. For example, the Wapus Creek site 
located on a soaring cliff right beside a fall or the high, quartz vein bearing cliff at 
Sharp Rock Inlet 2 most likely drew in medicine men. In the latter case, the pillar 
sbaped surface evokes a shaking tent and the presence of the quartz vein might 
indicate that the triangular GMS:22 motif is yet another variation on a Tbunderbird. 
Sorne sites probably associated with medicine men were reused on different 
occas1ons (especially Diamond Lake, Wapus Creek, Ferris Lake, Greyrock) 
indicating the importance of these places for rituals and their superior spiritual 
charge, yet others did not spur more rock art crea6on (Racoon Bay 1, Thunderbird 
Rock Pictograph, Longpoint Lake [Area 2]). The sites associated with medicine men 
point to the ir ac6vities that likely involved art in "control-power." The images might 
have been animate, they might have been used for curing. What is more certain is that 
they attested to the power that medicine men wielded. As such they acted as 
secondary agents as they displayed the medicine men 's agency to the rest of the 
community. 
7 .1 .3 Individu al and communal rituals 
Rock art sites were used for individual and communal rituals. The individual ritual 
most associated with rock art is the vision quest that bad to be undertaken at places 
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suitable for fasting; that is at places with a ledge or a nearby space where one could 
settle. Table 7.2 lists places with adequate ledges, a nearby suitable ledge, a nearby 
suitable space, or accessible space on top of the cliff. Around a quarter of the sites 
have adequate ledges present at or near the sites, however around half of the sites 
have accessible space on top of the cliff and a few sites have space available in the 
vicinity of the cliff. Furtherrnore, sorne sites offer space altematives, such as Anima 
Nipissing Pictograph (Area 2). Nevertheless, there is a small number of sites that 
would not be apposite for fasting such as the Granny Bay, Trout Cliff and Portage 
Bay 1 sites (ali on Lake Temagami) or the Greyrock süe. The Lake Temagarni sites 
have ali been created along long series of steep high rocks. Nevertheless, these sites 
are in the vicinity of other sacred sites such as the Kokomis effigy, Devi! ' s Mountain 
and High Rock Island. The latter was a fasting place, therefore the Portage Bay 1 site 
might have still been somehow related with this activity. The sites around Granny 
Bay could be connected with the sacred sites around this portion of the lake. 
Since isolation was desired during fasting, smaller lakes or creeks or the deep bush 
away from major concentration of people (e.g. Wapus Creek, Wasaksina Lake, 
Sucker Gut, Thunderbird Rock Pictograph) or isolated sites on larger lakes ( e.g. 
Mathias, Baie Jeanne, Doorstep, Makobe) could be used. Yet even sites located near 
potential habitation sites were sequestered if no one inhabited them concurrent! y. The 
bigger number of small sites on Lake Temagami could be the result of fasting 
activities . Y outh vision questing in the summer months on this lake would have had 
many potential places for fasting while at the same rime, the proximity of habitation 
sites allowed the family to keep a closer look at the yotmg initiates. 
,----------------------- - ------- ----
Type of place 
Adequate ledge on site 
Table 7.2 Sites with place for fasting 
Sites with place for fasting 
Sites 
Matabitchuan River, Northwest Arm, Deer Island (Area 2), Turtleshell, Devil's 
Ledge (Area 1), Anima Nipissing Pictograph (Area 2), Crowrock Bay, 
Matachewan Lake 1, Matachewan Lake 2, Matagamasi Lake 1, Ferris Lake 
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~--------------~-----Northwest Arm, Turtleshell, Obabika lnlet 3, Obabika Lake Pictograph, Mystery 
Rock, North Rock Adequate ledge nearby 
~--------------~~---Baie Jeanne, Wasaksina Lake, Bear Island, Little Bear, Lake Temagami 
Pictograph (Area 1), Portage Bay 2, Matabitchuan River, North Arm 1, North 
Arm 2, Sealrock Point, Doorstep, Low Rock, Shoal Bay, Racoon Bay 1, Racoon 
Bay 2, Mathias, Obabika lnlet 3, Shining Rock (Area 1 and 2), Obabika lnlet 2, 
Space on top of the cliff Anima Nipissing Pictograph (Area 1 and 2), Shady Grave, Whitewater Portage, 
Nearby suitable space 
Diamond Lake, Helen Falls 1, Helen Falls 2, Sucker Gut, Ma kobe Lake, Longpoint 
Lake (Area 2), Matachewan Lake 1, Matachewan Lake 2, Matagamasi Lake 1, 
Matagamasi Lake 2 
Lake Temagami Pictograph (Area 2), Northwest Arm, Doorstep, Turtleshell, 
Shoal Bay, Anima Nipissing Pictograph (Area 1 and 2), Whitewater Portage, 
Windy Arm, Thunderbird Rock Pictograph, Wapus Creek 
According to oral traclitions, one panel at Ferris Lake sites was associated with fasting 
activities of young girls (Figure A.54). This panel represents two anthropomorphs in 
"skirts" with a "Y" shaped motif in the middle, a "checkmark" motif to the right of 
the anthropomorphs, a structure to their left and a canoe with one occupant to the 
lower left. According to an Indigenous medicine woman from the Mattagami band, 
this panel represents puberty fast ceremonies for young women who have began to 
menstruate. At this time, young girls would receive teachings from older women in a 
sweat lodge (structure). There might be a sacred bundle in the sweat lodge. The 
"checkmark" beside the woman to the right is ber releasing cedar water ( cedar is a 
sacred plant). This water was used to bathe in before the ceremony. The "Y" between 
the women is a bird (bird on a pole is a widespread symbol in shamanism [see 
Vastokas 1977]). The occupant in the canoe is a man who cornes to pick them up. 
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The man is covered because of the young woman's power. 142 This story points to the 
existence of gendered rih1als associated with rock art that are rarely reported. 
Communal rituals that involved large groups were undertaken at sorne select places 
that were salient, easily accessible and near large concentrations of people, thus 
mostly on or near large lakes. Such places could also provide the necessary space for 
gatherings in the fonn of ledges or nearby carnpsites (though people could gather in 
canoes in front of the sites). Ceremonies did not have to take place at the site but in 
its proximity. For example, in the post-contact period, at Spirit Rock on Shish-Kong 
Lake people gathered and drummed across from the rock (Craig Macdonald, persona! 
communication 2014). Conway and Conway (1989:55) were informed that the 
Obabika Narrows archaeological site (CgHb-9) (see Figure A.35), occupied since the 
Archaic period, was used seasonally in early fall by residents ofübabika Lake as weil 
as other Temagami band farnilies who would profit from the abundant fish supply in 
the lake. It is during that time that ceremonies were carried out at the Mystery Rock 
Pictograph in the lake's northem section. This site is located near other habitation 
sites (CgHb-13 and CgHb-14), on a long and high series of cliffs. The Grandmother 
and Grandfather Rocks and an adequate ledge that could accommodate a small group 
of people are located near the site. 
In the heartland (Lakes Obabika, Temagami and adjacent lands), there are many 
potential places that could have been used for large-scale group rituals, however tbere 
are fewer options in the east, west and in the north of the area. The lack of 
arcbaeological data from the periphery can only allow us to form assumptions about 
the presence of large human aggregation on big lakes. Table 7.3 lists the possible 
candidates for the holding of large communal gatherings and their associated lakes: 
142 1 bave received pennission from the medicine woman to teLl the story associated witb this 
panel. 
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Temagami, Obabika, Anima Nipissing, Lady Evelyn, Longpoint, Matachewan and 
Matagamasi_ 
Table 7.3 Sites suited for large-scale communal r ituals 
Sites suited for large-scale communal rituals 
Sites Nearby suitable spa ce Near habitation site(s) Near ancient (a rchaeological data) ca mpsite 
LAKE TEMAGAMI 
1-
Deer Island Pictograph x x 
1- - - 1- -Shoa l Bay Pictograph x x x 1---- -~--- 1~--
-
1- -
Bear Island Pictograph x x 
- 1- -
Little Bear Pictograph x x 
- 1-
--
~~- 1~ 
-Obabika lnlet 2 Pictograph x x x 
- 1- - - 1- --Lake Temagami Pictograph x 
--- --~- 1- -LAKE OBABIKA 
1- - -~- 1- -
Mystery Rock Pictograph x x x 
1- - - 1- --
No rth Rock Pictograph x x x 
1- - ------- l-' -Obabika Lake Pictograph x 
1- -
LAKE ANIMA NIPISSING 
1- - 1~ ---
Crowrock Bay x x 
- 1- - 1- -Anima Nipissing Pictograph x x 
-- -
1- -
Shady Grove x 
- - 1- ~ 
Whitewater Portage x x 
-- - 1- -Greyrock x 
1- -
LADY EVELYN LAKE AREA 
Diamond Lake 
- 1- -Lady Evelyn Lake ? x 
-
-
. 
Lady Evelyn River (South Channel) ? x 
--~ 
·-· - -LONGPOINT LAKE 
--
Longpoint Lake (Area 1) 
- -
MATACHEWAN LAKE 
- -
-
Matachewan Lake 1 x ? 
--- .--- - -
MATAGAMASI LAKE 
-
Matagamasi Lake 1 x x 
On Lake Temagami there were a few options among the multitude of sües. Salient 
sites near human habitations such as the Deer Island, Bear Island, Little Bear and 
Shoal Bay sites were the most likely candidates. The Shoal Bay site bas a nearby 
suitable space and both Deer Island and Shoal Bay sites are located at narrows 
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protected from Lake Temagami ' s sweeping winds, thus securing safer conditions for 
rituals from canoes. Another possibility was the Obabika Inlet 2 (CgHb-6) site that 
can accommodate people on top of the cliff and on the bank across the lake (Figure 
A.55). The site is located around 3.5km from Obabika Narrows (CgHb-9) and as a 
large site it might have also been related to the seasonal aggregation at this ancient 
campsite (Figure A.35). The Lake Temagami Pictograph sites (Area 1 and 2) are 
among the most salient on Lake Temagami and the Thunderbird motif at Area 2 is 
probably the brightest on the entire lake. These sites, once again located in a wind-
protected bay and near the sacred High Rock Island, could have been used for large-
scale gatherings especially if these involved the people from the Austin Bay village 
located around 4km to the south. 
On Lake Obabika, the Mystery Rock (mentioned above in relation to early fall 
aggregation), the North Rock and Obabika Pictograph sites are ali good candidates 
for large-scale group rituals, unlike Shining Rock and Devil's Ledge (Area 2) where 
the cliffs are comparatively less imposing and the Devil ' s Ledge (Area 1) where the 
images can only be seen from the ledge in the cave-like formation. On Lake Anima 
Nipissing ail of the potential sites are located on salient cliffs and in the vicinity of 
ancient campsites. Furthermore, three sites have space for larger gatherings: 
Crowrock Bay bas a large seree; Anima Nipissing Pictograph Areas 1 and 2 have 
nearby space (flat ground near Area 1 and carnpsite near Area 2); and Whitewater 
Portage is located at a large ancient campsite. The Windy Arrn site seems an unlikely 
candidate because it bas a sole faint pictograph while other sites on this lake have 
numerous and brighter ones that could have been observed by more people during 
rituals. Even ifWindy Arm's pictograph was bright in the past, it would still be a lone 
image on the small available surface of the unusual column-like rock on which it is 
located. 
254 
The area around the Lady Evelyn Lake has been substantially flooded, destroying and 
altering the appearance of sites_ The drowned Lady Evelyn Lake site was never 
located. Shaw-shaw-waw-ne-bissey Waw-bee-kong or Swallow Rock, a camping area 
(Craig Macdonald, persona! commtmication 20 14), might have possibly been in its 
vicinity. The drowned Lady Evelyn River (South Channel) site was located across 
from an ancient large campsite. This part of the river was known as the Trout Strean1s 
as it was abounding in fish (Back and Wilson n.d} A large supply of fish was ideal 
for sustaining a substantial human aggregation_ The only remaining site, the 
spectacular site on Diamond Lake, with many bright images is conveniently located 
between three large lakes: Temagami, Lady Evelyn and Obabika_ Other sites around 
Lady Evelyn Lake, those on Chris Willis Lake and Lady Evelyn River, are less 
conspicuous and on water bodies tbat are more removed from Lady Evelyn Lake than 
the potential candidates just discussed. The area around the Sucker Out Lake site has 
been extensively flooded, bence it is difficult to comment on the site' s salience_ 
In the north, the Longpoint Lake (Area 1) and Matachewan Lake 1 and in the west, 
the Matagamasi Lake 1, are the rare sites on big lakes that could have attracted larger 
groups for rituals _ Matachewan Lake 1 and Matagamasi Lake 1 are near space for 
larger gatherings. Across the lake from Matachewan Lake 1 site, tbere is a round hill 
and space for a small campsite and Matagamasi Lake 1 is located across the lake 
from a large area that was an ancient campsite. The Makobe Lake site, thougb located 
on a major lake, does not bave a particularly salient cliff, its images are few and small 
and it is rernoved from the few known ancient carnpsites on the lake. 
The close proxirnity of ancient carnpsites to rock art sites, sucb as at Whitewater 
Portage where the campsite sits atop the rock art site, raises the question of whetber 
such carnpsites were actually used for habitation_ This space migbt have been 
reserved for ceremonial purposes . If rock art sites are linked with otber-than-buman 
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persans, as ethnographie sources across the Canadian Shield indicate, then it is likely 
that people would be Jess inclined to live at places that were already the abodes of 
other beings. Furthermore, communication with other-than-hurnan persans required a 
distancing from the "polluted" sphere of a buman camp into the "clean" bush. For this 
reason, conjuring ceremonies were carried out away from camps (Brown and 
Brightman 1988: 150). 143 Hence, a habitation site abutting a rock art site would not be 
a good rnix (see also below the discussion on avoidance). 
The Wakimika Petroglyphs present a unique situation. Situated on the edge of an 
island, near an ancient campsite, the site is located around 4km south of Wakimika-
Diamond Lake portage where three sites dating from the Shield Archaic to Terminal 
Woodland periods are located, including a large habitation site (ChHb-8) (Pollock 
1 990). The petroglyphs are in the heart of the territory, between Diamond and 
Obabika Lakes, and in the vicinity of Spirit Rock and of Grandmother and 
Grandfather Rocks . As such this place is part of a larger zone witb important sacred 
sites and its central location would render it a good meeting spot. The site is suited 
for both individual and communal ri tuais . 
The petroglypbs consist almost exclusive! y of zoomorphs, tbougb an anthropomorph 
and other indeterminate figures are also present. The striking difference in the method 
of execution of the images and in their subject matter, as weil as the presence of only 
one such site in relation to the many pictograph sites, indicates the unique nature of 
this place. There is a possibility that this difference between pictographs and 
petroglyphs migbt stem from the knowledge they are trying to portray. According to 
143 As George Nelson wrote in his account of a conJunng ceremony at Lac la Ronge 
(Saskatchewan) in 1823, "the but was prepared at sorne djstance from the bouses on account of the 
Stink as the Spirits cannot, or will not endure any pollution" (Brown and Bdghtman 1988:1 02; 
emphasis in original). 
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Wendy Phillips, an Ojibwa Traditional Person, 144 pictographs could be related to 
tabâtcamowin stories, that is stories of encounter with other-than-human persans and 
of other events which occurred in recent times, whjJe petroglyphs could refer to 
sacred stories (atiso 'kanak) that is stories of the culture-hero and of other-than-human 
persans which occurred "long ago" (Zawadzka 2008 : 136). Téibâtcamowin stories 
have a more individual flavour and they can involve anyone from the community. 
There could be many such stories portrayed in rock art and sorne would be more 
secret than others, bence the larger number of pictograph sites and the elusive 
abstractions found at them. Atiso 'kanak stories were well known and yet they were 
only told in the wintertime. This could explain why petroglyphs on Wabmika Lake 
consist of figurative images that can be interpreted by a larger audience and wh y they 
are a rare phenomenon since the knowledge they conveyed could not be dispensed 
indiscriminately. It is not possible to say if this division of stories was applicable in 
the Temagami area as Phillips was speaking of the Peterborough Petroglyphs. 
Furthermore, pecking the petroglyphs in the wintertin1e, a more labour-intensive 
activity than painting, does not necessarily sound plausible. Yet, pictographs and 
petroglyphs differ in tbeir techniques of execution, their image content and the 
number of sites. This in itself points to the different teachings and uses th at these sites 
could have served. 
7.2 Rock art and travel routes 
Sites situated on water bodies may have participated in the negotiation of paths 
because of their location on travel routes and near travel points of interest, such as 
144 A Traditional Person follows the traditional Indigenous ways, without necessarily achieving 
the stat11s of an El der. An acknowledged Elder is an older person versed in Indigenous knowledge (i .e. 
ceremonies, language), a teacher of traditional Indigenous ways, and a spirit:ual and cultural leader 
(Stiegelbauer 1996). 
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portages or narrows; because of their location on significant routes; and because they 
were visually salient, thus acting as landrnarks. The link between pictograph sites and 
nastawgan, especially in relation to winter trails, portages, narrows and routes 
intersections, was explored and the results are presented in Appendix F. Alrnost ali of 
the sites are located on nastawgan . Out of the 61 pictograph sites, only one is not 
located on a water body. It is the Thunderbird Rock Pictograph situated along a trail 
up the Maple Mountain. Among the remaining 60 sites, the Mathias site is located 
deep within Gibson's Bay (Lake Temagarni), away from water routes. The Shoal Bay 
site, which lies between Gibson' s Bay and the lake's hub, is tucked away between 
islands, while the Doorstep Pictograph site is similarly concealed in a narrow channel 
between Five Pines Island/ Island 1109 and Joan Peninsula. It would likely not be on 
the main route along the lake's North Arm. However, these two sites could bave been 
encountered under specifie weather conditions, when the islands on which they are 
located may have been used as lee shores. The Shoal Bay Pictograph is on an 
altemate route across the central stretch and along the north-south axis of the lake. 
Due to the presence of islands and smaller channels, the waters of Shoal Bay would 
have been calmer, especially during inclement weather (Bill Buchan, persona] 
communication 2014). 
None of the sites were located direct! y on bon-ka-nah, however eight were located 
near these winter travel routes. One site was located at a portage (Helen Falls 1), 
while thirteen were located near a portage. Twenty-two sites are on narrows (whicb 
facilitates noticing the site) and 10 near narrows. Thirty-four sites are located near the 
intersection of water routes. Further connections between routes and rock art can be 
made at sorne sites which face a particular direction: Portage Bay 2 Pictograph (Lake 
Temagami) can be observed only when one is travelling north on Portage Bay; 
Windy Arm Pictograph (Lake Anima Nipissing) can only be seen when one is going 
west through the narrows; and the brightest pictographs of the Shady Grove site 
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(Lake Anima Nipissing) are best observed when one is going north on the lake. Other 
sites are located on cliffs that are the closest to portages : The Wasaksina Lake 
Pictographs site is located around 550m from a portage to Cross Lake and the 
Stouffer Lake site is located on the closest rock face to the portage to Frederick Lake 
(in the south) (Bill Buchan, personal communication 2014). 
7 .2.1 From major highways to secondary routes 
The importance of the water route on which the sites are located was explored. ln 
sorne cases, sites were located on multiple routes, thus only the major ones are 
indicated in Appendix F. The important rivers in the Temagami area are the 
Montreal, West Montreal, Sturgeon, Matabitchuan, as weil as Temagami, Obabika 
and Lady Evelyn (Figure A.56). These rivers are the main arteries that permit to 
circumvent and to penetrate n 'Daki Menan, as weil as to travel within it. Though 
there are many smaller rivers and creeks, many suffer from low water levels in the 
summer that makes travelling on them difficult. Water levels tend to be the highest 
after the snow melts. So far, few sites seem to be located on such routes ( e.g. Lake 
1895/ Y orston River) . The fact that many of the sites are located on a chain of large 
lakes (Obabika, Temagami, Anima Nipissing) that are separated by few portages that 
do not exceed lkm in length, further indicates that the sites are located along efficient 
water routes. Table 7.4 shows wbicb sites are located on major bighways, major 
interior routes and on secondary interior routes. 
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Table 7.4 Rock art sites and importance of routes 
Rock art sites and importance of routes 
Major Highways 
1---
Major lnterior Routes 
Secondary lnterior Routes 
Matabitchuan River, Matachewan Lake 1, Matachewan 
Lake 2, Matagamasi Lake 1, Matagamasi Lake 2, 
Chiniguchi Lake, Stouffer Lake, Ferris Lake 
Sharp Rock ln let 2, Bear Island, Little Bear, North Arm 1, 
North Arm 2, Sealrock Point, Northwest Arm, Granny 
Bay A-1, Granny Bay A-2, Deer Island A-1, Deer Island A-
2, Turtleshell, Trout Cliff, Racoon Bay 1, Racoon Bay 2, 
Obabika lnlet 3, Obabika lnlet 2, Obabika Lake, Mystery 
Rock, Devil's Ledge A-1, Devil's Led ge A-2, Shining Rock 
A-1, Shining Rock A-2, North Rock, An ima-Nipissing 
Pictograph A-1, Anima Nipissing Pictograph A-2, Shady 
Grove, Greyrock, Crowrock Bay, Diamond Lake, Sucker 
Gut Lake, Helen Falls 1, Helen Falls 2 
-
Baie Jeanne, Lake Temagami Pictograph A-1, Lake 
Temagami Pictograph A-2, Portage Bay 1, Portage Bay 2, 
Lowrock, Doorstep, Shoal Bay, Wasaksina Lake, 
Whitewater, Windy Arm, Chris Willis Lake 1, Chris Willis 
Lake 2, Lake 1895/ Yorston River, Ma kobe Lake, 
Longpoint Lake A-1, Longpoint Lake A-2, Wapus Creek 
There are a number of sites that can be encountered while penetrating n 'Daki Menan 
(Figure A.57). The Ottawa River is connected via Lake Temiskaming 145 to the 
145 Lake Terniskaming was also an access point to the eastern section of the ancient "copper 
raad," an important trade route that stretcbed from Lake Superior to Saguenay and Lac Saint-Jean 
tbrougb Huronia, Lake Nipissing, and the Ottawa River (Cbarnberland et al. 2004). In arder to reach 
Saguenay and avoid the Iroquois roarning the lower Ottawa River and the St. Lawrence River in the 
seventeenth century, the Algonquin, Nipissing and Huron people would navigate the Upper Ottawa 
(Black 1980:15, 24). 
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Matabitchuan and Montreal Rivers . Matabitchuan River, 146 along which there is one 
pictograph site, was a traditional entry point into the terri tory from the east ( e.g. 
Barlow 1907:8, 224; Pollock 1996:63). The next highway was the Montreal River. 
This waterway is connected by the way of portages (the shortest around 3krn in 
length) with the north end of Lake Anima Nipissing. 147 Another entry point branching 
off of the Montreal River is through the Lady Evelyn River to Lady Evelyn Lake. 
Prior to the artificially raised water Ievels, this lake was connected by Lady Evelytl 
Falls with Dian1ond Lake, which in its tum is connected through a portage with the 
north end of Lake Temagami ( e.g. Barlow 1907 :258-265). Diamond Lake, wh ose 
narne refers to five portages that lead into five different directions, is indeed a 
"central station" that heads to major water bodies : lakes Temagarni, Obabika and 
Lady Evelyn, and the Lady Evelyn River. 
In order to reach the James Bay watershed (and the fur trade posts Iocated therein), 
one option was to travel along Montreal River towards Matachewan Lake and then 
portage across the height of the land (e.g. Burrows 1918:7).148 In the northwest, the 
West Montreal River Ieads to Pigeon Lake. From there, a series of portages follows to 
Ferris Lake then known as Kaik-kaik-ose or Little Hawk Lake. Ferris Lake, just north 
of the height of the land between the Great Lakes and the James Bay watershed, is 
146 Matabitchuan or May-da-big:ie-wong "refers to the area wbere two rivers come together i.e., 
the Matabitchuan and Montreal (Moniang Seebee) Rivers" (Pollock 1996:63). Matabitchuan River was 
known as Wabos-na-ma-la-bi-sipi/ Wa w-bos Nah-mal-ta-bee Z. that is Rabbit-sitting-down River 
(Barlow 1907:224; Macdonald 1985b). 
147 The toponym Alùma Nipissing refers to the location of this lake at the headwaters tbat lead 
to Lake Nipissing. It is even considered the source of this lake (Barlow 1907:23 ; Craig Macdonald, 
persona! communication 201 4). "AI1im" means "along the way" (Jolmston 2003 :161). 
148 From tbere, James Bay could be reached through Piscoutagamy (Nighthawk Lake) and 
Frederick Bouse River tbat were on the main route to James Bay from Temagami (Hodgins and 
Benidickson 1989:25 ; Macdonald 1985b). 
261 
connected to the Grass y River, a tributary of Mattagarni River th at flows to the James 
Bay (Belll877:296, 305; Robichaud 2011). 
In order to reach Lake Nipissing and the Great Lakes, the Sturgeon River would be 
travelled. Here there were also a number of options for penetrating into the lands. 
One was through Obabika River. This route led to Obabika Lake eitber directly, or 
through Wawiagarna Lake (Barlow 1907:271; Pollock 1992:52). Travel to/ from 
Lake Wanapitei 149 could take one across Matagamasi Lake or througb lakes 
Matagamasi (this time avoiding its two pictograph sites), Chiniguchi, Stouffer and 
into the Sturgeon River. Finally, another major entry point branching off of the 
Sturgeon River is via the Temagami River. This route leads to Cross Lake and theo 
into the South Armor Cross Bay at Lake Temagami. Here the sites located in Portage 
Bay (CfHa-6, CfHa-7, CfHa-8) could have been potentially revealed to the traveller. 
The section of the lake just south of Portage Bay used to be known as Te-mee-ay-ga-
maw Koo-jee-jing or Temagami Lake Outlet (Macdonald 1985b ). 
Interior routes would unveil a large number of sites (Figure A.58). The Sucker Gut 
Lake, Helen Falls, Chris Willis Lake sites, as well as the now-submerged Lady 
Evelyn River (South Channel) site could be potentially encountered on the way to 
Maple Mountain. The Helen Falls and Sucker Gut Lake sites could also be 
encountered on routes between Smoothwater or Florence Lakes and Lady Evelyn 
Lake. The Longpoint Lake, wbere two sites are located, connects through a series of 
lakes and portages to the Montreal River. The Wapus Creek site is located on a water 
body that connects with the West Montreal River and, through a series of lakes and 
portages, with the Montreal River and the headwaters of the Sturgeon River. The 
149 The Wanapitei River crosses Lake Wanapitei. This river flows south into the French River 
and its head waters were part of an old fur tracte canoe route to tl1e Matta garni Lake and River (Hodgins 
and Ben.idickson 1989:79). 
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Wapus Creek site might have been passed on the way to/ from Pigeon Lake, thus it 
would be on a route towards James Bay. 
Lake Temagami is crisscrossed by many routes that connected settlements, resource 
areas (such as quarries) and sacred sites (Figure A.59) . The pictograph sites are more 
cornmon on major routes across the lake: in the hub, the North Arm, the Northwest 
Arm and Obabika Inlet. For example, the foJiowing sites are located on the route 
between Lakes Obabika and Temagami via Obabika Inlet: CgHa-25, CgHa-19, 
CgHa-12 (destroyed), CgHa-41 and CgHb-6. If one was to travel from Bear Island to 
Diamond Lake along the North Arm the foJJowing sites would be encountered: 
CgHa-8, CgHa-9, CgHa-10, CgHa-22, CgHa-27, CgHa-29 and CgHa-30 (Figure 
A.60). 
7.2.2 Landmarks, places of encotmter and of avoidance 
The relationship between water routes and pictograph sites appears strong. The 
majority of the sites are located on nastawgan, near strategie points such as portages 
or routes intersections, while their location at narrows would maximise their 
visibility. Pictograpb sites are often found on major water routes, both on the 
periphery, as well as in the heartland of n 'Daki Menan. Many of the sites are also 
located on a "corridor" of water bodies (Obabika Lake, northern part of Lake 
Temagami, Diamond Lake, Lake Anima Nipissing) that are weil cmmected and allow 
for easy travel across the territory on a northeast-southwest axis. 
As bas been discussed in Chapter VI, consp1cuous sites could have acted as 
landmarks. Tbeir salience stemmed from the characteristics of the cliff and the 
visibility of the images. In general, sites located on major travel routes that led in or 
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out of n 'Daki Menan (Matabitchuan River, Matacbewan Lake 1, Ferris Lake, 
Matagamasi Lake 1, Chiniguchi Lake, Stouffer Lake and most sites on Lake Anima 
Nipissing) are physically sahent and they have more images tban sites on interior 
routes. The exceptions are Matachewan Lake 2 that bas a low nurnber of 
inconspicuous images and Matagamasi Lake 2 that bas a single image located on a 
low rock A greater number of images, as well as a more pronounced variability in 
images points to more variegated episodes of creation, tbus increased frequentation, 
and a diversity of messages that befits major bighways associated witb a larger 
audience. Furtberrnore, a higher frequency of figurative images at Ferris Lake, 
Matabitcbuan River, Anima Nipissing Pictograpb (Area 1 and 2), Matagamasi Lake 1 
and Stouffer Lake sites migbt representa conscious cboice to use less ambiguous (i.e. 
not rare geometrie) motifs for communication between people who migbt be 
strangers. Sites associated witb these major routes are also on water bodies devoid of 
many bays or inlets, tbus encountering the sites would bave been easier. 
In the interior (Lakes Temagami and Obabika, vicinity of Maple Mountain), there are 
salient sites where the images are easily spotted (e.g. Diamond Lake, Lake Temagami 
Pictograpb, Longpoint Lake [Area 1]), as well as sites where both the place and the 
images are less conspicuous. This is for example the case with the Nortbwest Arrn 
Pictograpb, Makobe Lake, Chris Willis Lake 1 and 2 or Sealrock Pictograph. In other 
cases, the place might be salient yet the images are not easily spotted. This is for 
example the case with the Obabika Pictograph, Turtlesbell Pictograpb, Devil's Ledge, 
Windy Armor Obabika Inlet 3. The Wapus Creek site, though dotted with nurnerous 
images on a towering cliff, can be missed since it is located on the opposite side from 
the portage (Bill Buchan, persona! communication 2014). Sites on interior routes tend 
to have fewer and less varied images, tbougb exceptions occur as well (e.g. Diamond 
Lake, Longpoint Lake [Area 1], Wapus Creek). This restriction in motif variability 
might point to a limited range of messages among people who have an increased 
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chance of frequent interaction as band members. Sites on interior routes also tend to 
be situated at places where they could be easily encountered. For example, the known 
sites on Lake Temagami are often located along open expanses of water ( e.g. sites in 
the North Arm and Bear Island sites) thus increasing the likelihood of their being 
noticed. On the other hand, while the southem area of Lake Temagami that leads to 
Baie Jeanne is interspersed by a multitude of islands and routes, no known sites have 
been reported from this maze. 
Could the inconspicuous sites still act as landmarks and relay messages to travellers? 
The apparent lack of salience is not necessarily a deterrent to a participation in the 
negotiation of water routes. Messages left along the route were not always apparent 
For example, Champlain reported that war parties sent out scouts in advance of the 
main party in order "to reconnoitre along the rivers and see whether there is any mark 
or sign to show where their enemies or their friends have gone" (Biggar 1922-
1936:2:85). Attentive lookout for potential messages could have implications for 
seemingly unnoticeable sites. Tberefore, a site such as the Northwest Arm Pictograph 
located on a small boulder, might have held a message for certain travellers, well 
acquainted with the area or those who knew to look for it, and become a landmark by 
virtue of its oddity. 
Might the images convey messages specifically related to navigation, such as "rapids 
ahead" as bas been proposed by Lambert (1986)? Upon examining the distribution of 
image types at and near portages, routes intersections and narrows, it becomes 
apparent that there is no pattern in terms of the types present or in the number of 
images present For example, Diamond Lake and Windy Arm sites are both located 
near a portage, at a narrows and near routes intersections and they are both physically 
salient However, one has a multitude of bright and varied images while the other bas 
a barely discernible series of four parallellines. Furtbermore, even though sorne rock 
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art sites are near portages, there are plenty of portages without a rock art site. Thus, 
these are not simple "message boards" indicating the presence of a portage by a 
specifie image. 
Rather it is the importance of the route that might have influenced the presence of 
rock art and the difference in pictorial content. 15° For example, both the route from 
Lake Temagami to Obabika Lake and the route from Lake Matagamasi to Sturgeon 
River have a series of sites. Nevertheless, the latter route is a major highway and it 
bas more prominent rock art sites. Certain places might have been marked with rock 
art because they were frequently encountered thanks to their strategie location such as 
routes' intersection. These persistent experiences at the intersection of paths helped 
for these places to emerge. The images are not simple signposts. Rather, the sites 
became imbricated in the role of a navigational landmark by virtue of their location 
on prominent cliffs, on portages, or at routes intersections. Strung like beads along a 
thread, the sites delineate the routes and the routes connect the sites. 
As was discussed in Chapter VI, the assistance of other-than-human persons would 
be invoked in arder to secure a successful journey. Rock art sites located along routes 
and especially at strategie places such as narrows, falls or portages would have been 
good candidates for such ritual practices. The assistance of other-than-human persons 
would be sought especially on dangerous stretches of water and on di ffi cult journeys. 
Sites located at narrows or near portages might allow for a safer place for the 
deposition of offerings. Perforrning travel related rituals prior to and/or while 
undergoing a long and difficult journey, such as to James Bay, might have also been 
150 In the case ofDiamond Lake and Windy Ann, Diamond Lake is connected witb a number of 
important lakes and rivers, while Windy Arm is located in an arm of Lake Anima Nipissing tbat would 
not be part of the direct route from Montreal River to Lake Temagami. Furtbermore, at Diamond Lake, 
the available surface for painting is larger. 
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standard practice. Thus sites located along these maJor routes (e.g. FetTis Lake, 
Matachewan Lake) rnight have been used for such practices. 
Large lakes such as Temagami, Obabik:a, Lady Evelyn and Anima Nipissing are 
especially prone to weather vagaries and strong winds are a force to be reckoned 
with. fu the northern part of Lake Temagami, the effigy on Kokomis Island (Gra1my 
Island) was honored with offerings. This section of Lake Temagami where Kokomis 
Island is located can be dangerous because five different channels of the lake and 
their associated winds meet there (Back 2004:65 ; Gordon 1995a: 11 -12). Rock art 
sites surround this open stretch of water. To the west there are the Granny Bay 
Pictographs (CgHa-22), to the north there are three more sites (CgHa-27, CgHa-29 
and CgHa-30) and the Sealrock Point Pictograph (Cgha-1 0) is located to the south. 
These might have been places where rituals performed for safe journeys were 
performed. The connection between rock art sites and Kokornis Island is strengthened 
as weil by the positioning of the effigy. According to Eider Bill Twain, "[f]rom a 
distance the rock looked like a lady, you could see the head and face when coming 
south" (Gordon 1995a: 12; emphasis added). Trout Cliff Pictograph (CgHa-27) 
located north of Kokomis Island is visible only when one is coming south. This 
orientation might possibly represent a connection between these two places. Sites 
located along the North Arm (CgHa-8, CgHa-9, CgHa-10, CgHa-22, CgHa-27, 
CgHa-29 and CgHa-30 and Sharp Rock Inlet 2) are ali facing wide expanses ofwater 
that can be dangerous in windy conditions (Figure A.60). The high number of sites 
along this route on Lake Temagami might stem from its dangerous nature and the 
need to plead for the assistance of other-than-human persans. 
Rock art might have also indicated places that were avoided by some members of the 
band and were sparsely frequented. Thougb sorne sites are "hidden" because of their 
distance from the nastawgan (Mathias site) and from major routes (Doorstep 
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Pictograph), other well-exposed sites rnight nonetheless be avoided. Thus, these sites 
would have also participated actively in path negotiation. However, in this instance, 
they acted as rnarkers of places which were avoided due to the presence of other-
than-hurnan persons. In the 1 950s, John Macfie observed the following beliefs 
regarding a site on Vermilion River (northwestern Ontario) : 
When Albert Carpenter showed me a pictograph site near Sioux Lookout, 
he took a cigarette from his package of Players, crurnbled it, and stuffed 
the tobacco in a niche in the rock beneath one of the painted figures . 
Albert said passing natives always left tobacco, which would be gone 
when they returned, taken by the mamakwayseeuk (little people) whorn it 
was meant to placate. These were hairy little elves who lived inside the 
rock and who stole fish from natives' nets if not bribed. Sorne people, 
Albert said, bad beard drumming coming from the cliff, and others 
avoided the place altogether (ernphasis added) (Macfie and Johnston 
1991 :89). 
In an account regarding the Picture Rock Island site (Lake of the Woods), Dewdney 
rernarked that: 
Three years ago, when I guided a TV team from CFPL, London, to the 
site, we were in the midst of a noonday lunch break when an outboard-
driven canoe swung off its course on the other side of the channel, and 
headed for our shore. It was a young Ojibway and his family. To ail 
appearances he bad merely come over out of curiosity or to pass the time 
of day with us. But I already knew that Ojibway people, passing the 
island, kept to the far side of the channel, and I suspected that there was 
more to this visit than met the eye. The answer came as he was leaving -
mild, casual and de-emphasized - "I don' t like to stick around here too 
long," was ail he said in parting. What he was actually saying, for ears 
that were receptive to Ojibway nuances of communication, was 
something like, "Y ou people are fooling around with sorne pretty 
dangerous stuff, and if you ' re smart you'll leave it alone. Otherwise, 
don' t be surprised if you get sick or have sorne kind of bad luck after a 
while" (Dewdney 1971:4; emphasis added). 
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In the story of dueling medicine men (see Chapter VI, page 214), the proscription 
against disrespectful behaviour is clearly enunciated following the death of one at the 
bands of the maymaygwaysiwuk: 
So back home went all the people. Again they held a great smoker, (and) 
they made offerings. Again they propitiated their manitous. And that is 
why people are never allowed to speak nonsense upon a cliff or upon the 
water; and very seriously do people forbid one another to talk nonsense 
(in such places); therefore that is why the people are careful (Jones 1917-
1919:2:287). 
A voidance of dangerous places, of disrespectful behaviour or of transgressing a pa th 
of an other-than-human persan was in place in order to not upset relationships and in 
the process risk ham1 or even death. In the Temagami area, proscriptions on 
behaviour and avoidance were noted at Manitou Lake and at Granny Island (see 
Chapter VI). The pictograph sites located around Granny Bay possibly served to 
deflect sorne of the ritual activity associated with this sacred site. Offerings might 
have been made at these sites to honour Kokomis without approaching the Granny 
Island. 
7.3 Rock art and territories 
7.3.1 Hunting territories 
The capacity of rock art sites to mark hunting territories was examined. The sites 
were superimposed on Speck's (1915b) map (Figure A.61). 151 It appears that not all 
151 Speck's map does not include the northernmost part of n 'Daki Menan. According to ex-
Chief Garry Potts, no member of the family that lived on these lands was present at Bear Island wh en 
Speck was collecting his data (BITT examination of Chief Gary Potts, voL 37, P. 6773- L. 25). 
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territories have a rock art s]te (e.g. territory 30 which belonged to the Djakwuni'gan 
family), while others have an abundance of s]tes (e.g. territory 23 which belonged to 
the Caya'gwogwai family). Of course, destruction of sltes or lack ofknowledge about 
their location might be exacerbating thjs rock art lacuna. In terrltories where sites are 
present, sorne are located at boundaries ( e.g. terri tory 24 which belonged to the 
Wenda'ban family) while others are in the heart of the territory (e.g. territory 22 
which belonged to the Cumea'ckjwe fan1ily). However, since territorial boundaries 
were marked by natural features such as creeks or trees, the presence of sites along 
water bodies that delineated territories is incidental. Furthermore, since boundar]es 
fluctuated, they were not written in stone. Marking fluid boundaries in such a 
permanent manner would be fut] le. 
The image content was also analysed in order to assert if particular family territories 
had distinct images. The presence of depictions of totems was inspected. Table 7.5 
enumerates the clans, their associated territor]es and the related water bodies where 
rock art is found. Totems could be represented through a bodily depiction of the 
animal or bird or through the respective tracks of these creatures (see Bohaker 
2006a). There are no depictions of loons or kingfishers or of their tracks in the 
territories that were associated with these totems. 152 Among birds, there is a 
Thunderbird on Lake Aruma Nipissing and on Lake Temagami, however if these 
depictions were totems, they would more likely be eagles (see Bohaker 2006a: 155). 
There are no depictions of rattlesnakes in the terri tories associated with this totem and 
except for the Horned Serpent at Diamond Lake there are no clear contenders for the 
152 For the tracks of a kingfisher see Elbroch and Marks (2001:42). Loons have anisodactyl 
(titree anterior toes and one posterior toe) pa1mate feet and this has not been depicted in any of the 
''bird tracks." Furthermore, loons are very uncomfortab1e on land, therefore their tracks cou1d be 
sel dom observed (Elbroch and Marks 200 1:26-27; Feduccia 1999: 1 6). 
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representation of this totem. There are no depictions of Caribou or of its traclcs. 153 
Beavers are depicted in the area, although not in the territory associated with this 
totem. It appears that rock art images of totems were not used to mark hunting 
territories. Similarly, none of the 53 image types is concentrated strict! y in a specifie 
hunting ground. Indeed, rock art does not seem to be particularly associated with 
hunting grounds at all. The sites' concentration in certain territories migbt attest to 
families tbat were especially fertile in medicine men. Families were known for their 
specialisations: wbile some families excelled at canoe building, others were adept in 
the sphere ofmedicines (Craig Macdonald, persona! communication 2014). 
Family hunting territories had fluid botmdaries that would change as families grew or 
shrank or as game flourished or became scarce. They were especially of importance 
in the winter (albeit the long Canadian winter) . The absence ofreliable dating ofrock 
art sites coup led with no knowledge of the temporal inception of the hunting terri tory 
system in the Temagarni area prevent further explorations on this topic. However, the 
flexibility of hunting territories and the Jack of relation between images and specifie 
territories indicate that rock art was not used as a marker for hunting territories. It is 
also impossible to state if any of the images were related to conjuring rituals against 
trespassers. 
153 The probable antlerless cervid at Lake 1895/ Yorston River is unlikely a caribou since boili 
males and females grow antlers. 
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Table 7.5 Totems and hunting grounds 
Totems and hunting grounds 
Waterbody associated with 
Territory Notes 
rock art 
Totem 
Loon 
Kingfisher 
1-
1-
-~~-~-- 1-
~~~-- ~ -
Rattlesnake 
Caribou 
Beaver 
? 
- 1-
- 1-
- 1-
---1-
? 
1--
Porcupine 
8 Lake Anima Nipissing 
9 Matabitchuan River 
10 
Portage Bay sites and 
21 Wasaksina Lake 
most of La ke Temagami and 
23 south of Obabika Lake 
25 
26 lake 1895/Yorston River 
30 
31 Wapus Creek 
Diamond Lake and vicinity of 
24 Maple Mountain 
27 Makobe Lake 
22 Baie Jeanne (Lake Temagami) 
Wakimika Lake and north of 
27a Obabika Lake 
28 
29 Longpoint Lake 
According to the Teme-Augama Anishnabai 
websit e (http ://www.ndakimenan .com/ 
CLANS.htm), the family living in territory number 8 
was of the Kingfisher clan. 
Territory number 10 belonged to the Whitebear 
family. Micheal Whitebear (M ichel White Bear 
[Speck 1915b]), was a medicine man (Craig 
Macdona ld, pers. comm., 2014). There are no 
si tes in this territory indicating that not ali 
medicine men were engaged in t heir product ion . 
Accord ing to research carried out in the 1980s, 
the southern sites on Lake Obab ika were part o 
territory number 25 which belonged to a family o 
the Kingfisher clan. However, this tot em came into 
association w ith this land only in the 19th century. 
Similarl y, the Beaver (territory 27a) clan was 
introduced in the 19th century t hrough marriage. 
Prior to this subdivision of lands, t he Rattlesnake 
clan was associated w ith this area (Conway and 
Conway 1989:54; Speck 1915b:14). 
-According to the Teme-Augama Anishnabai 
website (http :/ /www.ndakimenan.com/ 
CLANS.htm), the family living in territory number 
26 was of the Caribou clan. 
-
Totems of territories 28 and 29 (Longpoint Lake 
sites) have not been recorded by Speck (1915b:14-
15). 
The Porcupine totem appears to not be associated 
w ith a hunting ground 
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7.3.2 Band territory and negotiation of social boundaries 
Access to knowledge about the territory and (re-)creation of alliances between 
nations would be carried out during ceremonies which would take place in strategie 
locations, on major water routes , in well-known conspicuous places at the entry/exit 
points of the territory. An account hinting at such ceremonies carried out at rock art 
sites was provided by the Eider Michael Paul during the land daim trial of 1982-
1984. In the following passage, Paul was questioned about Iroquois battles in n 'Daki 
Men an. 
Q. Did you ever hear any other stories on your hunting grounds or around 
your hunting grounds about Iroquois? [ . .. ] 
A. Yes, my father said there was sorne gatherings, that was after they 
fought, for a few years, and they gathered around the Mattawapika area, 
that is where they held ceremonies for days and days, from ali different 
tribes. That was after they - after they fought here and there. That is 
where sorne settled. They had feasts here and there too, I guess, around 
there, around that area. 
Q. Where is that area, Mattawapika area? 
A. In the Montreal River and just below the Lady Evelyn Lake where it 
cornes to - where the river cornes from Lady Evelyn Lake right to 
Montreal River. 
Q. Is there fast water there? 
A. Y es, there is fast water the re. There was a falls there at one time, fast 
rapids . 
Q. Can you remember anything special about that time? 
A. Y es, there is a lot of - there was a lot of Indian writings there at the 
tirne, but they are not there any more, because the white man raised the 
water about forty feet. Most ofthat lndian writing is under the water now, 
that is right at Mattawapika Falls on Lady Evelyn Lake side. 
Q. Did you ever find out from your father or rnother what that writing 
was about? 
A. Y es, sorne of it is Iroquois and sorne of it is from our ancestors, I 
guess, that wrote that. 
Q. Were you ever told why the writing was made? 
A. Yes, some ceremonies and something like thal went on around nearby, 
but tbere is sorne people that could read it today, I guess, some of the 
older native people, but they won't tell is as much as they won ' t say 
anything what it is really about. That is part of the old Indian tradition, 
they used to have a long time ago, so they keep that intact, so they won't 
say nothing about it, even though they know what it is, they won 't tell 
you what it is. 
Q. Would it be fair if I asked you, if it bad anything to do with conjuring, 
would you be prepared to answer me? 
A. Yes, thatwould bejustaboutwhatitwouldbe. [ ... ] 
A. [The story of Mattawapika] Thal is when they gather after the war was 
over, 1 guess, and they had, al/ had a feas!, ali different tribes, people 
come there, they gather there at one lime (BITT examination of Michael 
James Paul, P. 6212-6216; emphasis added) . 
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Although there is no visual record of the Mattawapika pictographs, they were 
numerous and likely varied since "sorne of it is Iroquois and some of it is from our 
ancestors ." Though secrecy surrounds these images, it is clear from Paul's account 
that this place would have been the scene of inter-tribal ceremonies that sought to 
restore harmony, strengthen alliances and give thanks for successful endeavours after 
a rime of conflict. It is possible that some of the images were done to commemorate 
military exploits as was the case at the Agawa Bay site (Conway and Conway 1990). 
Nurnerous and likely varied images at Mattawapika would have conveyed diverse 
messages in a fixed, easily accessible place that provided gathering space for groups 
of people that usually were deprived of frequent face-ta-face interactions. 
Other sites located at entry/ exit points into the territory might have been scenes of 
such inter-tribal rituals. The most likely candidates for such places would be the 
Matabitchuan River, Matachewan Lake 1, Ferris Lake, Matagamasi Lake 1, Stouffer 
Lake and Chiniguchi Lake sites and potentially the Crowrock Bay site (though, in the 
latter case, a 3km portage separates the lake from Montreal River) . These salient sites 
have nurnerous and varied images, which attests to a plurality of messages. 
Furthermore some ofthese sites also have a large percentage of figurative images that 
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could have rendered their message more accessible for various groups. These sites 
sometimes have space in their vicinüy that would be suitable for group meetings. 
Across the river from the Matabitchuan River site there is a grassy area; across the 
lake from the Matacbewan Lake 1 site there is a round bill and space for a small 
campsite; across the lake from the Matagamasi Lake 1 site there is a large (ancient) 
can1psite and Chiniguchi Lake is located 1 Oüm south of a large ancient campsite. 
7.3.3 Rock art and Haudenosaunee attacks 
The possible relationsbip between Iroquois attacks and rock art was also analysed. As 
indicated in Chapter VI, there were certain places on Temagami Lake and River, 
Rabbit Lake and Little Round Lake associated with Iroquois battles. Ail of the places 
( except for Little Round Lake) where the conflicts occurred were accessed by the 
Haudenosaunee through major water routes. If rock art functioned as a deterrent agent 
against the Iroquois, as Conway and Conway (1989:53) proposed, then a number of 
sites would have been encountered by the invaders along those routes. To access 
Rabbit Lake, the Matabitchuan River site would bave been passed. Sites on Lady 
Evelyn Lake, Diamond Lake and the North Arm of Lake Temagami would have been 
encountered on the trip from the north and the Portage Bay sites could be encountered 
by those coming from the Temagami River. Other possible attack routes included 
those from the west via Sturgeon River into Obabika Lake (via Obabika River or 
Wawiagama Lake) or from Montreal River into Lake Anima Nipissing (see Figures 
A.57 and A.58 for possible routes) . 
It is unlikely that the invaders would have acknowledged the presence of ali sites 
because many sites on the interior routes have small and sparse images. Among such 
sites were those in the North Arm and Nortbwest Arm of Lake Temagami and the 
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Shining Rock, Devil's Ledge and North Rock sites on Lake Obabika. In the case of 
Devil's Ledge (Area 1), the images are located on an overhang, thus their presence 
was further hidden. Other sites had better chances of being noticed. Among the sites 
located at P01tage Bay, the Temagami Pictograph and Portage Bay 2 Pictograph 
would be probably noticed, especially since Temagami Pictograph (Area 1) and 
Portage Bay 2 are best observed when approached from the south. The Dian1ond 
Lake and Lake Anima Nipissing sites (those Iocated on the main route across the 
lake) had a good chance of being seen, especially Diamond Lake, Anima Nipissing 
Pictograph and Greyrock because the places are salient and the images nurnerous and 
in the case ofDiamond Lake, especially bright 
In order for rock art to serve actively as a deterrent agent and be a visual waming, the 
Iroquois invaders would have had to recognise that the Images were aimed at 
intirnidating/ harming them. The Iroquois, just like the Algonquians, practiced 
sorcery and they were afraid of its nefarious consequences ( e.g. Blanchard 1982; 
Carpenter 1942). However, given the secrecy surrounding rock art and sorcery it is 
unlikely that they had any inclination to associate the images with their fate. Rather, 
if sorcery rituals directed at the Iroquois were taking place at rock art sites, it was 
only known to a few people, those with the knowledge and spiritual power necessary 
to tackle thjs feat. 154 
The images associated with "destructive magic clone to harm the Iroquois raiders" 
were those of canoes (Conway 1984c) or "multiple-occupant canoe," which acted "as 
154 Hunting magic and sorcery thougb widespread were not standardised. There were 
individuals who specialised in certain practices and there were different ways of securing desired 
effects through the use of ma teri al culture, herbai compounds, incantations or parts of the victim (su ch 
as hair) (e.g. Brown and Brightman 1988). The tentative link could be made here between the Wabeno 
medicine men and these sorcery rituals since as bas been discussed in Chapter IV, they excelled in war 
and hunting medicines. Furtbermore, sorne couJd control the weather (Flannery 1940: 14), th us possibly 
sending bad weatber to the invading Iroquois. 
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a visual warning to future attackers" (Conway and Conway 1989:59). 155 Figure A.62 
represents the distribution of canoes in the Temagami area: upright canoes, inverted 
canoes, and possible uprigbt and inverted canoes (motif types GMS:l8 and GMS :l9) . 
Canoes are not numerous in the area: 17 upright, 2 upside-down and, 9 possible 
uprigbt canoes (GMS:18) and 4 possible upside down canoes (GMS:l9). Sorne 
canoes are located along the routes that Iroquois could have taken in their attacks. 
There is a possible canoe at Portage Bay 2, canoes on Diamond Lake, and canoes on 
Obabika Lake. Tbere are also numerous canoes on Lake Anima Nipissing. Other 
(possible) canoes are located at Wapus Creek, Longpoint Lake, Makobe Lake, 
Matagamasi Lake 1, Ferris Lake and the Matachewan Lake 1 sites. There are no 
canoes at the Matabitchuan River site despite this river's function as a major entry 
point into n 'Daki Menan. 
It is implausible that ali canoes would be involved in sorcery rituals. For example, the 
Ferris Lake canoe is not linked witb the Iroquois sorcery rituals as both the story 
mentioned above and the disposition on the panel (i .e. the canoe is part of narrative 
scene) indicate. If multiple-occupant canoes are looked at then the possible 
contenders dwindle further. These canoes are found at the Anima Nipissing 
Pictograph (Area 1 and 2), Nortbwest Arrn Pictograph, Mystery Rock, Diamond 
155 Canee charms were used by Central Algonqu.ians and at !east sorne Iroquoian peoples 
against drowning (Skinner 1926). Among the Parry Island Ojibwa, a mode! of a birch-bark eance into 
wh.ich a !ouse and sorne tobacco were placed was put into the lake in inclement weather to see if the 
wind will subside (if the eance upsets) and t11e crossing of a lake will be possible (Jerrness 1935:82). 
Rock art images of canees aimed at causing a drowning of the enemy or affecting the weather are a 
plausible possibility. Other sites which Conway (1983 :2, 5, 7, 1984c) linked witl1 sorcery (Gibraltar 
Rock, Fairy Point and Gros Cap) also have images of canees. Canees could be depicted for ether 
reasons. Vastokas and Vastokas (1 973:1 26-129) argued tllat images of canees refer to beats that are 
used by medicine men in their joumeys to ether worlds. At the Agawa Bay site, canees led by totem 
animais on the Wolf's War Party Panel commemorate a successful battle against the Haudenosaunee 
th.at took place in the seventeenth century (Conway and Conway 1 990). 
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Lake, Matagamasi Lake 1, Longpoint Lake 1 and Matachewan Lake 1. 156 Out of 
these only the Diamond Lake site is especially linked with the Iroquois. Conway and 
Conway (1989:53) were informed that the multiple-occupant canoe at Diamond Lake 
was created in tbe context of Iroquois sorcery. 157 The Homed Serpent depicted at the 
site might have also been implicated in the ritual as an Underwater being capable of 
causing a drowning. 
Overall , there is little evidence for identifying sorcery, either in the pictorial content 
or through ethnographie testimony, yet the link with the Iroquois remains as oral 
histories attest. Sorcery would have been a probable way of dealing with invaders. It 
can be done at a distance as a pre-emptive strike (Brown and Brightman 1988).158 
Sorcery was feared and the practices were kept secret. lt was frowned upon because it 
overpowered another being against his/ her/ its will. 159 Mary Black (1977a: 145, 150) 
explained: 
For the individual, a major goal is to be in control - in control of himself 
and of his destin y and self-determination. Stated another way, the ideal is 
not to be control!ed by one's environment -"environment" including other 
people as weil as other natural beings or forces that could affect one's 
outcomes and render one helpless. It follows that acts that are attempts to 
control others are negatively evaluated. Indians do not "push others 
156 Conway and Conway (1989) classify the canoe at the Shining Rock site as a multiple-
occupant canoe. However, barely two occupants are visible in the canoe. 
157 It appears thar this wouJd be ilie canoe on panel 5 (Appendix C, page 497). 
158 Radio (1924:530) tbus recounted the story of a medicine man and bis sorcery skills: "So the 
next rnoming they beard that the womao who fell on the roof of the bouse was dead. This is another 
man who bad power to kill anyone without touchiog the persoo, just by putting medicine wbere the 
person was going to pass." 
159 This practice of taking away the will is exemplified for example in the following account of 
hunting magic: "Now he desired in the begimting that if his familiar [guarctian spirit] would have 
compassion on him, he would render these 3 moose foolish: thar they migbt not be possessed of their 
usual cunning &c." (Brown and Brigbtman 1988:69; empbasis in original). 
around" and "Indians do not want to be pushed around," to quote an 
actual statement Thus stated, the rule applies to human interactions, but it 
is not wholly confined to that. Interference with the self-determination of 
any of the "living things" may bave unpleasant consequences and is to be 
avoided ... love medicine, hunting medicine [are] "bad medicine." These 
"charms," each in its own way, can cause others to perfonn acts or enter a 
state that they wouldn't have if left to their own autonomy. It was not 
inconsistent, and a general rule could be proposed: If being in control is 
good and being out of control is bad, then "bad medicine" is in essence 
the power to render another helpless or out of control, wbile "good 
medicine" is restoring or maintaining another' s state of control or 
autonomy. The importance of individual autonomy in Ojibwa culture can 
hardly be overemphasized [emphasis in original]. 
278 
"Bad medicine" (i.e. sorcery) upsets the balance of autonomy of an animate being 
and leads to a negative relationship between the victim and the perpetrator. 160 
Moreover, sorcery is dangerous and it can generate social stigrna and have a negative 
impact on the perpetrator (and his or her family) causing him or her to fall ill (thus 
fall out of the state of Pimadaziwin), suffer misfortune or even die (Brown and 
Brightman 1988: 182; Hallowell 1992:96; Jenness 1935:67-68, 84-87; Landes 1968:9, 
18, 58-60). However, not only did the sorcerer compromise the autonomy of another 
being, he or she also likely abused the power given by other-than-human persons, 
thus damaging the relationship with these other-than-human persons (Brown and 
Brightman 1988: 182). Given the negative consequences that can befall those who 
engage in sorcery, there might have been a conscious choice to disassociate oneself 
from the practice and the images associated with it by deflecting it onto another group 
of people, in this case the enemies. 
160 Hence, in the case of hunting magic, animal rernains are bonoured to neutralise the situation. 
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7.4 From public to private: a gamut of sites 
The visibility of the images , physical salience and location bad a bearing on the 
audience of rock art. Sorne sites were public. This implies that their images were 
visi ble; sorne of their images could be understood/ interpreted by a larger segment of 
the population (e.g. ubiquitous lines or figurative images); the places were salient and 
accessible, bence located along major highways and on major interior routes . Other 
s1tes were private. These sites bad inconspicuous images, images that were harder to 
interpret (e.g. rare geometrie motifs) and they tended to be located on less noticeable 
cliffs. These sites could be found along major routes, major interior routes and on 
secondary interior routes, as well as away from routes . However, there were two 
other types along this public-private spectrum. The two types, "likely public sites" 
and "likely private sites" emerged during the process of analysis of the evidence at 
band and a subsequent re-evaluation of the criteria chosen for public and private sites. 
These intermediate types of sites do not fit ail of the criteria of either public or private 
sites. They reflect the continuum that existed between these opposite poles and they 
reveal better the subtleties of Indigenous ideas about the significance of place. Table 
7.6 lists private and public, as well as likely private and likely public sites. 
Table 7.6 
Public sites 
Likely public sites 
Likely private sites 
Private sites 
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Public and private sites in the Temagami a rea 
Public and Private Sites in the Temagami Area 
Matabitchuan River, Mystery Rock, Anima-Nipissing Pictograph A-1, 
Anima Nipissing Pictograph A-2, Diamond Lake, Matachewan Lake 
1, Matagamasi Lake 1, Ferris Lake 
-
Bear Island, Little Bear, Granny Bay A-1, Granny Bay A-2, Deer 
Island A-1, Deer Island A-2, Obabika Lake, North Rock, Obabika 
lnlet 2, Greyrock, Whitewater, Crowrock Bay, Longpoint Lake A-1, 
Chiniguchi Lake, Stouffer Lake 
-
Baie Jeanne, Lake Temagami Pictograph A-1, Lake Temagami 
Pictograph A-2, Portage Bay 2, Sharp Rock lnlet 2, Lowrock, 
Turtleshell, Trout Cliff, Shoal Bay, Racoon Bay 1, Racoon Bay 2, 
Obabika lnlet 3, Devil's Ledge A-1, Devil's Ledge A-2, Shining Rock A-
l, Shining Rock A-2, Shady Grove, Sucker Gut Lake, Wapus Creek, 
Longpoint Lake A-2, Matachewan Lake 2 
Wasaksina Lake, Portage Bay 1, North Arm 1, North Arm 2, Sealrock 
Point, Northwest Arm, Doorstep, Mathias, Lake 1895/Yorston 
River, Windy Arm, Helen Falls 1, Helen Falls 2, Chris Willis Lake 1, 
Chris Willis Lake 2, Thunderbird Rock, Ma kobe Lake, Matagamasi 
Lake 2 
The criteria established for public sites manifested themselves at only eight sites. 
These sites are located at the periphery and in the interior of n 'Da ki Menan. Public 
sites were multifunctional. They could have been used for individual and comrmmal 
rituals ( e.g. Matachewan Lake 1, Matagamasi Lake 1 ). Th ose that were located near 
territorial boundaries would have been used for inter-tribal rituals (e.g. Ferris Lake, 
Matachewan Lake 1 ). Public sites were prone to have figurative images that could 
foster a dialogue between more members of the band and between the band and 
outsiders. For example, Diamond Lake, associated with the maymaygwaysiwuk, could 
have been used for communal rituals. It would have also been suited for individual 
fasting. The images point to the variety of communal and individual engagements 
--- ------ - ! 
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that this site fostered . The presence of rare geometrie motifs (GMS:22) and of a 
Horned Serpent points to specialised knowledge of medicine men. There are also 
canoes, zoomorphs and anthropomorphs that stick out among the abstractions 
prevalent at interior sites, as well as simple common abstractions such as tally marks. 
The striking white cliff and the nearby falls (now submerged) call attention to the 
spiritual charge of this place and render it a good landmark on major interior route 
and a place where other-than-human persons can be propitiated for safe passage. 
Private sites are especially located in the interior on both large and small lakes and 
ri vers . Sorne bad very few images ( e.g. Portage Bay 1) yet others with multiple 
images apparently accumulated over time, were revisited more than once (e.g. 
Mathias site). On larger lakes, these sites would be mainly linked with individual 
rituals, such as fasting, though the option of holding communal rituals should not be 
eliminated. People might have undertaken pilgrimages to remote places such as 
Thunderbird Rock. 161 Private sites were especially of importance to individual 
families in whose lands they were located and to specifie medicine men (Lake 
1895/Yorston River, Sucker Gut Lake). However, images that could convey 
specialised knowledge were not restricted to private sites and were found across the 
public - private spectrum. Renee, those who manipulated this specialised knowledge 
chose to display it or conceal it. The smaller sites on Matachewan Lake and 
Matagarnasi Lake were private though they were close to public sites. It is possible 
they were created later and part of their power derives from the proximity to these 
significant sites. Aside from the variety of individual rituals that these sites would 
nurture, travel-related rituals could be held at these sites (except Thunderbird Rock 
that is located away from a water body along the way to Maple Mountain). Despite 
the often-imperceptible images, sorne places, such as Windy Arm, would still be 
161 Spirit Rock on Shish-Kong Lake is a major sacred site, however it is located on a very small 
lake on one oftbe possible routes between Obabika Lake and Diamond or Temagami Lakes. 
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convenient landmarks. Private sites were more numerous than public indicating that 
rock art was centered on individual rituals and that its creation was not only limited to 
religious specialists. 
The dichotomy between public and private is largely founded on the criterion of 
prominence of the images. However, this was not necessarily the case for Indigenous 
people who made and engaged with these sites. The place was of greater importance. 
Hence, the categories of "likely public sites" and "likely private sites" have been 
recognised. There are two sites in the Temagami area whose toponyms have been 
passed dawn: the Obabika Lake Pictograpb and the Crowrock Bay (Macdonald 
1985b ). Bath sites are located on high cl iffs known as Kaw-gaw-gee Waw-bee-kong 
which means "Raven Rock Whüe CliffBeside the Water." This name alludes to birds 
of prey tbat are a rnetapbor for Thunderbirds, while the white calcite precipitate 
deposits on the rock allude to Thunderbird's droppings (Conway and Conway 
1990: 12).162 Bath sites are located on important routes and on soaring cliffs, yet their 
images are not particularly nurnerous or visible. 163 Other sites that were likely public 
were the Granny Bay sites. These sites have small images but they are located on a 
major interior route, on conspicuous cliffs and most important of ali, in the vicinity of 
the Kokomis effigy and of Devil's Mountain. Tbat images are not as important in 
defrning a public site is evident in a public site, the Mystery Rock Pictograph. Its 
images are not particularly visible, yet the site is located on a salient cliff, on an 
important interior route near habitation sites, and near the striking Grandmother and 
162 Wb ile the name of the Ferris Lake cliff is not known, the fa ct that the lake 's aboriginal name 
is "Little Hawk Lake" couJd point to a relationship between this toponym and the buge cliff. 
163 The badly eroded panel at Obabika Pictograph site bears traces of repainting that rnight 
indicate repeated rituals at this site (Appendix C, page 433). At Crowrock Bay, sorne motifs leap out 
thanks to their brilliance, nevertbeless others are very faint (Appendix C, pages 484-491). Furthermore, 
the images are placed high on the cliff relative to the canoe eye-level. 
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Grandfather Rocks. Furthermore, oral traditions speak of communal rituals carried 
out at this site (Conway and Conway 1989:55). 
Sites which fail to attract attention because their images are faint and small or 
because the cliff itself is not salient were not necessarily private sites. Inconspicuous 
appearance should not be trusted because in animic ontology appearances are 
deceptive. Pbysical appearance is incidental and mutable. Outwardly unnoticeable 
rocks were known to bold great power. The "our grandfather' s rock" boulder located 
at a portage between Poplar Narrows and Pikangikum, Berens River was unveiled in 
a dream to a man. "It is regarded as sacred and bas become a sbrine wbere passers-by 
often leave sacrifices oftobacco and other objects" (Hallowell 1992:58). This humble 
rock (slightly smaller than the boulder at the Northwest Arm Pictograph site) that 
came in a dream was acknowledged by a large group of people and no longer was a 
persona! affair. 
The rich tapestry of rock art sites was created over time, thus while sorne sites were 
revealing themselves as animate places througb experiences and social interactions, 
others might have been falling out of use. An animate status is fluid and failure to 
maintain social relations rrlight result in a place losing it. Thus sorne sites might have 
been inactive (Craig Macdonald, persona! communication 2014). Tbere are examples 
of places that were abandoned by other-than-human persons and ritual practices 
surrounding these places ceased (though this occurred especially because of 
intervention from non-lndigenous people) (e.g. Schoolcraft 1851 :78). 
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7.5 Rock art and relationships 
Rock art in the Temagami area belped to maintain relationships between bumans at 
the band and inter-tribal level, as well as between humans and other-than-human 
persans. The Wabeno and Jes 'sakkïd ' medicine men could have called on these 
beings in the context of visions, prophecies, curing or sorcery rituals. Among sites 
which appear to be especially linked with medicine men based on their image content 
are the Stouffer Lake, Lake 1895/ Yorston River and Diamond Lake sites. Diamond 
Lake is also the home of the maymaygwaysiwuk. Certain areas in the proximity of 
other sacred sites (Maple Mountain, Spirit Rock, High Rock Island) could have been 
especially fertile grounds for medicine men. The presence of such sites, when clearly 
associated with an individual, becomes a potent display of power in the landscape and 
advertises the spiritual prowess of the ritual specialist. 
Other band members who were not medicine men could also cement their 
relationships with other-than-human persans via individual rituals such as fasting. 
Most sites in the study area provided a space for fasting. Isolation was reached 
especially at sites away from settlements and routes ( e.g. Mathias and Thunderbird 
Rock Pictograph), on secondary interior routes (e.g. Doorstep, Wasaksina Lake) and 
on major routes provided that the nearby habitation sites were unoccupied. Lake 
Temagami, a major aggregation area, bas many potential sites that could have been 
used for fasting in the warrner sununer months. Large-scale communal rituals that 
fostered ties between band members and other-than-human persans would take place 
especially on large lakes in accessible and salient locations. Here again there were a 
number of possibilities spread out across n 'Dah Menan. Inter-band ties would be 
strengthened at key sites located on major water routes near the entry points into 
n 'Daki Menan , such as Ferris Lake, Matagamasi Lake 1 or Matabitchuan River. 
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Rock art and paths are strongly connected. In sorne cases entire stretches of routes 
were marked (e.g. Lake Temagami to Obabika via Obabika Inlet, Lake Temagami's 
North Arm or Lake Matagamasi to Stouffer Lake). Not all sites were sahent 
landmarks (e.g. a number of sites on Lake Temagami). Y et, even these places could 
bave acted as travel aids where the assistance of other-tban-buman persons was 
implored, all the more so if the sites were located on large lakes where travellers 
were at the mercy of swells and winds or on rivers where strong currents and 
treacherous rapids were encountered. Furthem1ore, sites located along routes taken 
for long and dangerousjourneys (e.g. Ferris Lake, Matagamasi Lake 1) would further 
become beacons were good luck for travel was sought. 
Rock art marked human routes as well as tbose of other-tban-human persons. 
Maymaygways;wuk are often said to paddle their canoe into the rock cliffs tbat are 
their abodes. Rock art becomes the threshold track that they leave behind and a 
curtain between theirs and humans' domains. Rock art marks the routes to follow 
helping to stay on the rigbt patb literally and spiritually. In the words of Eider Dan 
Pine: "Anotber name for the paintings on rock is 'blazing.' The idea is that the 
paintings mark a trail for you to follow, just like blazes on a winter trail. Even the 
animais go into tbat rock. It guides them, too" (Conway 1993 : 154). 
The location of rock art sites at routes intersections, portages and at the thresbold of 
drainage basins situates them in liminal places: places at the edge where choices 
about direction of travel are made, where new water bodies are engaged with and 
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where waters ' flow is a promise of access to various distant places. 164 The liminality 
of rock art sites is further enhanced by the fact that borders were often determined by 
water bodies, the same water bodies that acted as throughways. Liminal places, 
demarcated by trees, rocks, as well as anthropic constructions are often found at 
places of passage such as routes or crossroads. These places delimit frontiers and 
since crossing a threshold is recognised through various rituals, liminal places 
become participants in these rituals (Van Gennep 1981[1909]). The act of crossing 
over to a new place or territory was ritually recognised because this new realm could 
be associated with a specifie genius loci , a local "spirit of place," and "guardian and 
protector of the precinct" that could assure a safe passage (Radin 1914a: 358, 364, 
368, 1914c: 217).165 
Rock art did not mark the boundaries of terri tories and it did not serve as a marker of 
hunting territories. At this point, it is impossible to say if any of the images were 
specifie to n 'Daki Menan as rock art sites from surrounding bands have not been full y 
analysed and their inventory is incomplete. Indigenous territories and land tenure is 
conceived in terrns of paths and places (and not areas). Rigid boundaries - bath 
physical and social - are alien to Indigenous territories. Physical boundaries are 
164 Various sites were located at routes intersections, near portages that link two water bodies 
(Wasaksina Lake, Obabika Inlet 2, Lake J 895/ Yorston River, Whitewater Portage, Crowrock Bay, 
Windy Arm, Diamond Lake, Chris Willis Lake J and 2, Stouffer Lake and Ferris Lake and drowned 
Lady Evelyn Lake) and at the threshold of drainage basins (Matachewan Lake, Crowrock Bay, Windy 
Ann, Diamond Lake, Ferris Lake, Chiniguchi Lake, Stouffer Lake, Matagamasi Lake and the drowned 
Lady Evelyn Lake). Some sites were located near the portages that were crossed in order to make the 
transition between water drainages (Diamond Lake, Ferris Lake, Crowrock Bay, Windy Ann, drowned 
Lady Evelyn Lake) or were en route to such portages (Matachewan Lake, Matagamasi Lake). 
165 This importance given to places at borders is i.Uustrated, for exarnple, in an account left by 
the eighteenth century fur trader John Johnston regarding the lands around the sou them shore of Lake 
Su peri or: 
The lndians have many superstitions with respect to this mountain [Sandy Mountain , 
now known as Grand Sable Dunes) which, with every ether remarkable or dangerous 
place on the borders of the lake or interior countly, has its Genii, to wbom they never 
fail to make a speech, accompanied with a present of tobacco and sometimes their silver 
omameots, whenever they pass (Johnstoo 1890: 153; emphasis added) . 
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permeable and fluid and their position m the landscape can fluctuate. These 
boundaries are pervious to stories and kinship that travet along paths with humans. 
Territorial boundaries are not divisions or ruptures in the landscape but "interfaces" 
(Ingo Id 1993: 168) or nodes where people interact and where relationships are 
anchored in the landscape. The encounter of rock art sites along paths through which 
territories were penetrated and travelled (e.g. route from Mattawapika to Lake 
Temagarni ' s hub) helped to create ties with the land and its inhabitants by way of the 
ritual actions that would have been undertaken at these places to acknowledge both 
human caretakers and other-than-human persons. These sites became part of the 
narrative of movement. As they gradua li y revealed themselves and marked successive 
stages of travet, they imbedded themselves in the knowledge of the land. 
7. 6 Chapter Summary 
This chapter discussed the functions of rock art sites with.in their landscape context. 
The current knowledge about these sites indicates that the heartland of n 'Da"-i Menan 
was a fertile ground for rock art production, while the peripheries contained less sites 
which however tended to have many and varied images. Rock art sites were sacred 
sites where ritual specialists and non-specialists cultivated relationships with other-
than-human persons through individual and communal rituals. Rock art sites are 
strongly linked with travet routes. Many would have been landmarks and places 
where assistance for safe travet from other-than-human persons could be sought. 
Rock art did not mark hunting territories. Sorne rock art sites were suitable places for 
the holding of ceremonies wbere social boundaries were negotiated. The connection 
between rock art, sorcery and the Haudenosatmee cannot be stated with certainty as 
the Conways (1989) proposed. Wbile the sites located at the periphery seem to have 
been especially public sites, the interior had a variety of sites that ranged from public, 
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through likely public, likely private and private, indicating that sites catered to 
various audiences. The agencies of these sites were multiple. ln sorne cases, the sites 
were agents, acting upon prototypes, influencing them to help (e.g. guardian spirits in 
the context of rock art as sacred sites) or causing them harm (art as deterrent agent in 
sorcery upon the Iroquois). In other cases rock art sites were patients that conveyed 
the agency of others (e.g. the power of a medicine man exhibited though his 
manipulation ofpotentially dangerous images). In other cases, specifie agencies were 
blurred as sites frequently encow1tered while travelling gained the power to influence 
travel on top of other prior agencies they rnight bave exuded. In the end, rock art sites 
belped to cultivate a nwnber of relationsrups in the landscape arnong humans and 
between humans and other-than-buman persons. 
CONCLUSION 
8.1 Theoretical and methodological choices 
This study has examined what functions the rock art of the Temagami area served in 
the cultural landscape of the local Indigenous people, mainly the Teme-Augama 
Anishnabai in whose territory, n 'Daki Menan , the majority of the sites are located. 
This examination sought to elucidate how rock art was involved in the relational 
process that brought together people, other-than-human persans, places, paths and the 
territory. The possible functions explored were those of sacred places, travel aids, 
markers of hunting territories, places where inter-group interactions such as alliance-
building and renewing ceremonies took place and places where images were created 
in the context of sorcery to discourage Haudenosaunee attacks. The sample consisted 
of 54 pictograph sites and one petroglyph site. Overall, 641 motifs were identified at 
pictograph sites and 16 at the petroglyph site. 
This research into the multifunctionality of animic rock art was conducted through an 
experiential examination of the sites within their landscape context and a subsequent 
distributional analysis of the sites and of their images. The choice of eschewing the 
identification of specifie meanings in the images and of sacred interpretations 
stemmed from a consideration of issues characteristic to worldwide rock art research. 
The paintings and carvings that constitute rock art fascinate researchers and laymen 
who most often attempt to elucidate the meanings of the images. This steadfast 
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approach applied smce the earliest studies of rock art that targeted European 
Palaeolithic parietal art, has defined global rock art research for weil over a century. 
The sacred dimension bas been explored especially through the prism of hunting 
magic, totemism 166 and recently shamanism ( e.g. Breuil 1952; Clottes and Lewis-
Williams 1996; Lewis-Williams 2002). However, decoding sacred meanings from 
images can be problematic, especially where ethnographie and ethnohistoric insights 
are lacking. First of ali , as has been discussed in this thesis ' Introduction and in 
section 2.2.4 in Chapter II, rock art is polysemie and its meanings are contingent on 
historical context and its audiences. Thus, the quest for meanings can result in more 
or less robust speculations. Furthermore, monohthic interpretations, such as 
shamanism, can obscure the richness of this phenomenon. Second, the past and non-
western makers of rock art are not steeped in a sacred and superstitious universe 
governed by nature in contrast to the secular, modem western world govemed by 
abstract reason. This assumption perpetuates the duality between modem non-
utilitarian art and ancient and traditional functional and sacred art discussed in the 
Introduction. This assumption reveals more about the researcher and the intellectual 
clirnate of post-Enlightenment western world than about rock art and its makers and 
users . As has been discussed in this thesis (particularly in Chapters III and V), this 
distinction between nature and culture and sacred and secular is not clear-cut among 
Indigenous people ( e.g. Ingold 2000) and even within western modem societies 
(Latour 1993). Renee, rock art was and is able to participate in dimensions of life 
beyond the sacred realm as sorne international rock art studies have also explored 
( e.g. Domingo Sanz et al. 2008). 
166 Totenùsm, is an ontology where sorne humans and non-humans share properties with a 
prototype yet they are distinct from other classes of the same type (e.g. Descola 2013[2005]). Like 
animism, totenùsm was considered a form of earl y religion at the beginning of the twentieth century, 
hence, in accordance with evolutionary approacbes at the time, it represented a more "primitive" 
conception of the uni verse. 
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Finally, as numerous studies in the Canadian Shield and across the globe have 
demonstrated, images are not the essence of rock art. The place itself (the rock 
surface and the immediate environment) and the greater landscape context (presence 
of ether culturally significant sites in the vicinity), as we11 as the experience generated 
in the course of engaging with rock art in these landscapes are important in 
understanding the role that rock art played and pla ys for its makers and users ( e.g. 
Bradley 1997; Chippindale and Nash eds. 2004; David and Wilson 2002). 
Interpretations of rock art within its landscape context have concentrated on the 
micro-topography of the sites and the physical characteristics of the place ( e.g. 
fissures, quartz veins, height of cliff, effigy rocks). Many studies tend to favour 
sacred landscapes (e.g. Gillette et al. 2014; Whitley 1998), however social and 
political dimensions of rock art have also been explored within the landscape context 
(e.g. Bouchet-Bert 1999; Fairén-Jiménez 2007a; Munson 2002; Taçon 1994). Rock 
art is believed to have participated in the socialisation and the structuring of the 
landscape and it could have played a role in territorial formation and determination; 
in identity fom1ation and maintenance; and as a mediation mechanism in times of 
social tension. It is especially the various distributional studies (e.g. Bradley 1997; 
Hartley and Wolley Vawser; Norder 2003) that have offered a more holistic picture of 
rock art and have explored its functions beyond the sacred. Inspired by such studies, I 
exarnined the images and physical characteristics of the rock outcrop and of the place 
in order to discem distributional patterns of these elements in the landscape. 
As I have discussed in Chapter III, landscapes are temporal and experiential 
embodirnents and nurturers of memories, identities and relations. They are not neutra! 
backdrops or cultural constructs. Rather, the perception of landscapes emerges 
through the act of dwelling and immersion and not from a disconnected mind 
apprebending the natural world (Ingold 2000). For mobile animic hunter-gatherers, 
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landscapes are woven together from places and paths that connect humans to non-
human beings. 
As has been discussed in Chapters V and VI, relationships form the basis of knowing 
and experiencing the world for Algonquian-speaking peoples of the Canadian Shield. 
The scope of possible relations is vast as humans, animais, plants and other-than-
human persons interact with each other and fulfill their obligations. Humans share 
their landscapes with various living entities and at sorne particularly suited places 
interactions between these beings are more prone to occur. Proper relationships are 
upheld through rituals and respectful behaviour. Art is a vehicle deployed to maintain 
these relationships and honour other beings. Art is able to participate in the relational 
circle because it has agency. Images have agency, bence they are not mere 
representations, "perfect, transparent media through wbich reality may be represented 
to the understanding" (Mitchell 1984:503). 167 Images have the power to act (bence 
concentrating only on their meanings fails to elucidate their functions) . Agency of art 
is usually discussed through the prism of Gell's (1998) ideas where agency of art is a 
secondary ascription of human agency onto material culture or through Actor-
Network Tbeory where agency is ascribed indiscriminately to animate and inanimate 
agents. Within this thesis, agency was explored through the animic perspective 
according to which art (and material culture and places) is capable of agency and of 
animacy. Its agency is an autonomous agency, not a secondary ascription. Art objects 
167 Mohawk scholar, Deborah Doxtator explains this Jack oftransparency in meaning: 
Like picture writing on utilitarian abjects, basketry, portery, clotlung, or in wampum 
belts or pictographs, tbese abjects as metaphors are not transcriptions of word for word 
linear sentences but of concepts and processes. Eacb symbol does not correspond to an 
English phoneme wlucb wben connected to otbers forms a word and sentence which 
explicate a meaning. Like the words in our language they emphasize movement, action, 
and mean not one tbing but several. A metaphor presents knowledge as an "instant 
fusion," not as a narrated argument of one opinion. It involves the iconic flash of 
understanding of an idea using both one ' s conscious or "rational" and unconscious or 
inttütive rnind simultaneously (Doxtator 1995:6). 
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are capable of animacy, bence they can enter into social relationships and even attain 
the state of personbood. This agency stems from the image, from the materials 
employed in its manufacture and from the relational context of engagement. These 
elements help to channel the inner essence and power contained in abjects or images 
and to achieve various goals : propitiate a guardian spirit, subdue prey, cure, harm or 
predict the future . Art helps to influence the various beings of the universe by 
praising and honouring, but also by bringing punishment and calamities depending on 
the intentions of those who requested that it be made and those who created it. Art 
connects. It is a form of prayer, a form of materialising an essence that can be acted 
with or upon. 
8.2 How rock art functioned in an animic landscape 
The functions explored in this study were those of: 
1) Sacred places, tbat is places where communication with other-than-human 
persans was tmdertaken, where medicine men practiced tbeir rites and where 
individual rituals, such as fasting or cornnmnal rituals could be realised; 
2) Travel aids that helped in the navigation of waterways and where other-tban-
human persans could be placated for safe passage; 
3) Territorial markers ofhunting territories that helped to regulate land use; 
4) Mechanisms tbat structured inter-group interactions by helping to negotiate 
social boundaries. Rituals undertaken at rock art sites could have facilitated 
interactions witb and the integration of outsiders; 
5) Deterrent agents against the Haudenosaunee (Iroquois). As such, rock art as a 
form of sorcery helped protect the Teme-Augarna Anishnabai from the attacks 
that occurred in the seventeentb century. 
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Examination of sites in the landscape led to the following observations that are 
presented in Chapter IV (section 4.4) and discussed thoroughly in Chapter VII. The 
sües are sparse in the periphery of the terri tory but numero us in the heartland. Sites in 
the periphery tend to have more images while those in the heartland have Jess. 
Figurative images are relatively rare and while geometrie motifs and abstractions are 
spread out across the study area, figurative images concentrate in the periphery and 
on one central site in the heartland. The image content in the periphery also tends to 
be more varied. ln terms of landscape characteristics, all sites exhibited to a greater or 
lesser extent features that signalled the power of the place. These elements also 
contributed to the sahency of these places. Sorne sites incorporated more of these 
characteristics and this helped them to stand out further in the landscape. Oftentimes, 
such places bad more images and figurative images. In order to explain these patterns, 
the location of the sites was further analysed in connection to known archaeological 
sites, the traditional network of Indigenous routes known as nastawgan, hunting 
terri tories and the extent of n 'Da ki Menan . 
In regards to the sacred function, among the sites studied, all would have participated 
in communication with other-than-human persons. However, the sites would have 
attracted different users . Sorne sites were more linked with medicine men based on 
the properties of the place and the images that conveyed specialised 'knowledge. 
Furthermore, among these sites, those located near other sacred locations such as 
Maple Mülmtain and High Rock Island would further emerge as potent places of 
contact. Most sites were suited for fasting because they offered a space (e.g. a ledge) 
for engaging in this activity. Sorne sites located on smaller lakes, in remote bays of 
larger lakes and away from habitations were especially propitious for this individual 
rite. The high number of small sites on lakes that served as major aggregation zones 
could point to rituals undertaken during the summer-gathering period. Only a few 
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easily accessible salient sites on or near large lakes would cater to a larger audience at 
communal rituals that were undertaken near or in zones of aggregation. 
Pictograph sites were strongly linked with water routes, often marking their entire 
stretches. Sites were especially located on major routes, both interior and those that 
lead in and out of n 'Dah Menan. The motifs were not straightforward signs, intended 
to be used as signais for portages or narrows. Rather, it was the route 's importance 
that influenced the presence of rock art and the difference in pictorial content. Salient 
places, located on important pathways in strategie locations such as portages or routes 
intersections had a better chance to be re-visited and painted on multiple occasions. 
Rock art was not used to mark the perimeter of territories, either that of hunting 
grounds or of the band territory. Ethnographie insights reveal tbat arnong mobile 
bunter-gatherers land tenure is envisioned in terms of paths, not areas. Within this 
traditional understanding of the land, it is places and the interconnecting riverine and 
terrestrial patbs tbat lead to the emergence and conceptualisation of territories. 
Neither was rock art used to mark hunting territories through depictions of clans 
present in the area or through specifie motifs in particular territories . Sorne territories 
had no rock art sites. This could be the result of the implementation of the hunting 
territories system after rock art was created. More likely, the hunting territories were 
too flexible to warrant any form of permanent marking. Since land was not owned, 
marking it for the display of ownership would not be practiced. Y et many of the 
routes that passed through these hunting grounds were marked indicating human 
presence, while larger sites on major lakes indicated zones of aggregation. 
A few salient sites with varied image content located on major routes near entry 
points into the territory were good spots for inter-band and inter-tribal rituals. Once 
again, the importance of routes and of the salience of places was essential for these 
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rock art sites to fulfill this role. Contrary to the suggestion made by Conway and 
Conway (1989:53), images of multiple-occupant canoes are not convincing 1nd1cators 
of sorcery directed at invading Haudenosaunee. There simply is not enougb evidence 
to vahdate the Conways ' claim. Yet, I believe that the practice of sorcery rituals 
against enemies in the seventeenth century is a possibility. Rock art was used in 
sorcery rituals but sorcery was secret and frowned upon. Hence, among the Teme-
Augama Anishnabai, the creation of rock art became associated with the enemies. 
The memory of the conflicts experienced during the Iroquois Wars is stored in the 
tangible: in rock art, lookout pits and places wbere battles took place. Rock art asserts 
a historie connection of people to the land. 
Pictograph sites ranged from private to public sites. Private sites were the most 
numerous, indicating the persona! nature of most rock art. However, sorne sites were 
patent beacons in the landscape that served a variety of functions thanks to their 
images, characteristics of place and location within the greater landscape. These 
salient sites were and remain strongly linked with major routes. The only petroglyph 
site distinguished itself by its mostly figurative imagery and its mode of execution. 
Based on its central location between two important lakes and its vicinity to sacred 
sites on Lakes Obabika and Shish-Kong, this place was weil suited for both 
individual and communal rituals. 
Rock art was able to fulfill a number of functions within the landscape that prompted 
various interactions between people and other-than-human persans. While rock art is 
especially envisioned in the context of honouring and thanking other-than-human 
persans and obtaining power from them, this benign image is challenged by the 
possibility of rock art marking dangerous locations that were avoided and its use in 
sorcery rituals. As such, only a few religious specialists would dare to interact with 
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these places. After ali , there are many reasons to call on for power and many 
experiences that these places were capable of evoking. 
8.3 Future research directions 
This study opens up various possibilities for future research through the incorporation 
of further ethnographie, ethnohistoric and archaeological insights, as well as it can 
lead to inter-regional comparative studies. Indigenous involvement in rock art 
research leads to understandings that cannot be attained through formai methods and 
to novel appreciation of rock art and its functions. This research wouid have been 
enhanced by the involvement of the Teme-Augoma Anishnabe, though it would 
likely emerge in a different fonn from what has been presented here. This study and 
its fieldwork relied especially on formai approaches as it hoped to tease out functions 
that rock art has served in the past. I consider it a first step that identified information 
from the landscape that can then be enhanced through Indigenous insights. The 
narratives that could have been obtained about past and present significance of these 
sites would shed light not only on rock art but aiso on the greater circle of relations 
within the Algonquian universe. Ideally, this information would be obtained in the 
course of a joumey through the landscape where encountered places would evoke 
memories and stories that could be shared not oniy with the researcher, but also with 
other members of the community present, such as children (as such a joumey wouid 
be an excellent teaching practice). Such a journey would not only strengthen the 
relations between rock art, other culturally significant places and paths, but also 
between the participants sharing and gaining knowledge. Narratives derive from 
manifold experiences. They participate in the process of cultural and knowiedge 
formation and contribute to decolonization by revalorising Indigenous knowledge and 
cultural practices (e.g. Doerfler et al. 2013; Geniusz 2009; Gross 2002; Hart 2010). 
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Indigenous and non-lndigenous scholars stress the importance of integrating oral 
traditions into the study of art (e.g. McGlennen 2013 ; Robertson 2016; Stirrup 2013) 
as story is "the core of the creative process" and "the relationship between the visual, 
oral and textual , ünplicitly infonns Indigenous aesthetic traditions" (Robertson 
2016:14, 21). Art is a repository of cultural knowledge and a testament of experiences 
and relations upheld between various entities that ultimately led to its creation. Art is 
a generative element in a wider creative and social process that nurtures cultural 
identity and participates in the process of decolonization by challenging established 
notions of what art is and does and valorising Indigenous culture and voices. As such, 
it is always relevant and resilient (Doxtator 1995; Igloliorte 2009, 2012; Roberston 
2016:21). The Iate Kanien'keha:ka/ Mohawk Deborah Doxtator has thus described 
what traditional baskets truly encapsulate: 
In many families, the knowledge of the processes involved in making baskets, 
beadwork, quillwork and other "traditional" activities have been passed down 
from one generation to another. Each abject contains memories of the persan 
who made it, the knowledge ofhow to gather and prepare materials, the prayers 
and sangs, the philosophies and metaphors for making sense of the world 
(Doxtator 1995:15). 
Stories relevant to our understanding of rock art can take on many forms and can be 
more or less available to non-community members. The esoteric knowledge 
associated with rock art and landscape is part of the intellectual property ofthe Teme-
Augoma Anishnabe (Nason 1997). This knowledge is expressed through various 
voices within the community. As I noted earlier in this thesis, such knowledge is not 
always freely shared and a proper relationship bas to be established between the 
researcher and the community before such an exchange can take place. I addressed 
the Temagami First Nation Band Council through an intermediary, Bill Buchan, who 
has a close connection witb the Teme-Augoma Anishnabe. In the surnmer of2015, he 
delivered to the band and to the Eider Alex Mathias the material presented here as 
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Appendix C, as weil as otber articles and reports concerned with the archaeology and 
rock art of the Temagami area. Future research on Temagami area rock ari witb the 
participation of the Teme-Augoma Anishnabe should be couched within Indigenous 
research methodologies that privilege storytelling, as well as ethical conduct, 
sensitivity to local epistemologies and cultural protocols and a reciprocal attitude of 
giving back to the community (Kovach 2009). Such future researcb would enricb the 
animic approach adapted in this dissertation by providing more nuanced and culture-
specifie understandings of art and of its place in Indigenous culture. 
Furtber ethnographie and ethnohistoric insigbts can be pursued in archives, 
specifically the material collected and created by the geologist Robert Bell on 
Indigenous culture and oral traditions that is now housed at the Library and Archives 
Canada in Ottawa, and the material collected by Frank Speck and now available 
through the Frank G. Speck Papers located at the American Philosopbical Society in 
Pennsylvania, as well as through collections at the Canadian Museum of History 
Archives in Gatineau. 
This study could bave benefited from more information on the archaeological context 
of the area, especially of its peripbery. However, this information was either 
unavailable or fragmentary. Its inclusion would have helped in identifying 
aggregation and resource areas beyond Lakes Temagami and Obabika, as well as 
favoured corridors of travel that attracted a higher density of archaeological sites. 
Thus, not only the relation between rock art and habitation sites or resource areas 
would be better grasped, but also the nature of waterways could be better 
comprehended. A finer-tuned picture of the nastawgan could be created, especially of 
those located in the interior about which less can be inferred in comparison to the 
major water highways. New arcbaeological researcb is needed in the Temagarni 
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region for the sake of rock art, as weil as for the sake of Canadian Shield archaeology 
that is less developed than that of southern Ontario Iroquoian sites_ 
The temporallimits of this study must be borne in rnind. Rock art in the Ternagarni 
area, like most rock art in the Canadian Shield, is not properly dated. For this reason, 
it is not yet appropriate to comment on the longer-terrn evolution of rock art in the 
landscape. Nevertheless, there are strong chances that it was the most salient and 
peculiar places on major routes that were first marked with rock art and that attracted 
people on various occasions_ At sorne of these sites, the evidence of repainting 
uncovered with DStretch clearly points to this reutilisation. However, once more it is 
not known if this re-painting and addition of new images spanned decades or 
centuries_ Similarly, the connection of rock art sites to known archaeological remains 
rests on the assumption that these sites were re-used, bence, at sorne point, they were 
coterrninous. Though dating these sites would be a welcome advancernent for 
Canadian Shield rock art, knowing their temporal origins would not alter their 
importance within the user/ caretaker frarnework that stresses their continuous 
relevance for the people. Nonetheless, dating the sites has the potential of indicating 
if and which sites date to the seventeenth century and the memory of the dreaded 
Iroquois attacks. As such, it could corroborate further oral traditions associated with 
rock art and strengthen the evidence for Terne-Augoma Anishnabe's long-terrn 
occupation of these lands that was challenged during the Bear Island trial ( e.g. 
Hodgins and Benidickson 1989). 
Further exploration of smaller lakes and of dammed water bodies during low water 
levels would very likely result in the documentation of previously unknown sites. 
Underwater explorations, such as those carried by Dewdney and Tassé in 1973 could 
yield more sltes. This potential data might alter the observed patterns. 
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Another future research path that this study opens is that of comparative studies. The 
regional approach herein undertaken can be applied to other areas of rock a11 
concentration in neighbouring and distant traditional band territories. This opens the 
door for comparisons between motifs, characteristics of sites and the sites' placement 
within the landscape in relation to travel routes and territorial boundaries. Regional 
patterns could be established and comparisons could indicate, for example, areas 
where sharing of ideas occurred as evinced by recurring motifs. Further exploration 
of the relation between sites and water routes can lead to the mapping of a network of 
sites that would have been encountered on particular routes . Once again, similarities 
in motifs along such networks could hint at shared meanings and past patterns of 
mobility. Again, such a comparative approach would benefit greatly from other 
archaeological data on habitation sites, resource and aggregation areas. Certainly, 
such comparative studies should strive to include DStretch that proved useful for 
documentation of the motifs, as well as for detecting areas of repainting and for 
identification of faded motifs. A re-visitation of previously documented sites with 
DStretch can uncover previously missed images and clarify very faint ones. 
8.4 The greater picture: Canadian Shield and international studies 
This study has greater implications for Canadian Shield and international rock art 
research, as weil as research into Indigenous arts. It bas contributed to bridging gaps 
in Canadian Shield rock art research where regional studies are very rare, where the 
interconnection between paths and rock art is seldom explored and where sacred 
interpretations tend to be favoured, thus ignoring the importance of relationships 
inherent in animic worldview of Algonquian-speaking peoples that transcend the 
religious sphere. As discussed in Chapter II, since the inception of rock art studies by 
Selwyn Dewdney, landscape began to emerge as an important player in the 
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interpretation of rock art. At first, it was the micro-topography of the site that was of 
interest, especially for sh1dies in rock art conservation. The increased importance of 
symbolism and semiotics in anthropology led to a first study by Vastokas and 
Vastokas (1973) that embraced the place itself as essential for interpretation. 
Researchers such as Brian Molyneaux, Jack Steinbring, Thor Conway, Serge 
Lemaitre and the late Daniel Arsenault continued to explore rock art and its place 
within the sacred landscape, incorporating Indigenous oral traditions and insights into 
their interpretations. However, many of these studies concentrated especially on a 
single site and they did not artempt to create a more holistic picture of rock art within 
its landscape. In many ways, it was the observation of the close connection between 
pathways and rock art that led to the emergence of more socially-oriented 
interpretations and broader regional studies (e.g. Lambert 1986). A regional 
landscape approach allows for the emergence of a finely differentiated picture of rock 
art, one that supports the view that these sites were multifunctional. 
The work of John Norder in the Lake of the Woods, evoked throughout this thesis, 
offered the first holistic study of rock art in the Canadian Shield that went beyond the 
sacred. Norder set out to examine why particular locations were chosen for the 
creation of rock art. Using GIS, he was able to link rock art with least-cost paths. 
Using information theory (specifically the Shannon-Weaver Information Measure), 
the concepts of kekeewin and kekeenowin, data on the physical characteristics of sites 
and on their location within the greater landscape, he identified three types of sites: 
sites that facilitated travet; sites that marked gathering areas near wild rice fields ; and 
sites steeped in cosmological ideas that poiuted to the presence of spiritual powers. 
His study can be used in inter-regional comparisons alluded to earlier. Despite the 
divergent scientific and humanistic approaches and different research goals, data from 
Lake of the Woods and the Temagarni area points to similarities in Canadian Shield 
rock art and in its relation to the landscape. In both Lake of the Woods and Temagarni 
303 
areas, there are rock art sites that fulfill sacred and secular functions and sites 
connected with pathways. In both cases, rock art's role in structuring relationships 
between people and other-than-human persons through its meaningful distribution in 
the landscape has been demonstrated. However, there are also great differences in 
terms of images as the Lake of the Woods area has a higher percentage of figurative 
imagery compared to the Temagami area, including the presence of Miship eshu who 
is largely absent from northeastern Ontario. What these differences mean remains to 
be explored, however it is by conducting such regional studies that the subtleties of 
Canadian Shield rock art can be elucidated. 
Furthermore, such a holistic approach to landscapes can be further combined with 
studies of ochre sourcing, su ch as th ose carried out by Brandi MacDonald (20 15) in 
north-eastern Ontario and British Columbia. Such studies examine the provenance 
and movement of this mineral, thus helping to infer about trade patterns and cultural 
exchanges between people. MacDonald' s study bas exan1ined sorne pictograph sites 
in the T erna garni area and the ir relation to ochre sources on Mattawa and Y ors ton 
Rivers (this source is located near the Lake 1895 Pictograph, CgHd-1 ). Her study bas 
identified four ochre sources in ber greater sample of northeastem Ontario sites. Most 
of the sites examined were painted with ochre from the Mattawa River source (sites 
on Lake Temagami, Obabika and Anima Nipissing). This is not surprising, as the 
source is located on a major highway. However, two other unidentified sources were 
also present in the Temagarni area. One of them was used to paint sorne of the 
pictographs at sites on Lakes Anima Nipissing, Obabika and Diamond. Ochre from 
the other source is only present on Diamond Lake. Ochre from the Yorston River 
source was never identified in ber sample of pictographs. As MacDonald observes, 
Yorston is a remote source, however I think that there is a possibility that its ochre 
was used to create the remote Lake 1895 Pictograph (not sampled in ber study) given 
the proximity. The paintings at the Stouffer Lake site (not sampled in ber study), 
~------------------ ------------------
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located to the west of Yorston River, might have been done with this ochre as weil, 
though this site is located on a major highway thus opening up the possibility of 
various sources. Though two of the sources were not identified, it is possible that one 
of them is located at Indian Chutes on the Montreal River (Collins 1913; Conway 
1993:44). Research into ochre provenance highlights the importance of routes for 
travel and hints at the various episodes of rock art creation that speak of wider 
relationships between peoples and distant places. 
On a pan-Canadian and international scale, this research mirrors sorne studies that 
explore landscapes, Indigenous worldviews of hunter-gatherers and rock art's 
multifunctionality. For example, Chris Arnett (2016), who works on Salishan rock art 
in southwestern British Columbia, examines rock art by intertwining geology, oral 
traditions and histories, toponyms and data from archaeological investigations carried 
out at these sites. He further contextualises this information by exploring the relation 
between rock art sites and other places of importance, such as red ochre quarries and 
trails. His research indicates that rock art was an agent that along with dances and 
speeches acted as a mitigating mechanism for European expansion. 
In Finland, Antti Lahelma (2008) has relied on landscape analysis and Saami and 
Baltic Finnish etlmohistorical sources to argue that the Stone Age rock art was 
associated with shamanism and animism. The latter assertion was founded on 
comparisons between the painted cliffs and the Saarni cult of sieidi that are often 
anthropomorphic or zoomorphic sacred cliffs and boulders imbued with agency and 
treated as non-hurnan persons with whom relationships were cultivated. Jan Magne 
Gjerde (2010) has examined the Stone Age rock art in Northem Fennoscandia 
arguing that it was steeped in circurnpolar hunter-gatherers' perceptions of landscape 
and it conveyed geographical knowledge. Rock art marked favourable areas and 
zones (such as animal crossings) and often was located at places where the distance 
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crossing a fjord or a river was the shortest, while sorne sites acted as ideal meeting 
places in the landscape, being located along major lines of communication. These two 
examples illustrate that despite the deep antiquity of rock art, landscape studies 
informed by ethnography and ethnohistory can lead to the production of nuanced 
insights. 
The broader implications for Indigenous arts also have to be acknowledged. 
Indigenous arts are imbued with spiritual and practical associations that emerge from 
the connection to the land and its human and non-human inhabitants, from stories and 
memories that evoke the past, present and future. These arts continue to be culturally 
relevant (Robertson 2009). Rock art studied as a multifunctional phenomenon in the 
landscape within the user/ caretaker framework induces similar conclusions. This 
rock art blatantly expounds the connection to the land. Even though its production bas 
largely ceased, it remains culturally relevant as various ceremonies carried out at 
sites, such as at Lake of the Woods or the Peterborough Petroglyphs, indicate. In the 
Temagami area, contemporary ceremonies carried out by Eider Alex Mathias on 
Obabika Lake also point to the modem relevance of rock art that is anything but 
static. It is adaptable and open to new utilisations that nonetheless cultivate a 
connection with the past. This art bas the potential to help in decolonising art history, 
and thus valorise Indigenous artistic expressions on their own terms (Igloliorte 2012) 
as it questions the conventions of art and it is literally embedded within Indigenous 
spaces. Rock art breaks down the notions of a self-contained work of art as it expands 
into the landscape, embracing images, places and paths. Since it is firmly embedded 
in the landscape and in Indigenous spaces, it cannat be easily appropriated into 
conventional art historical spaces such as museums or art galleries. Renee, it 
maintains a form of integrity that forces upon the researcher a reflection in tune with 
Indigenous ideas on art. 
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Studying rock art within the context of amm1c landscapes also questions the 
conventional notions of places, paths, territories and rock art itself. Animic 
landscapes emerge through mobility and flow . . Places become known because of 
paths that lead to them. The exploitation of territories is also dependent on paths 
along whicb one travels, gathers plants and sets traps. Places are interfaces wbere 
meetings along joumeys occur. They are nades witbin the greater medley of 
relationships and meanings. This flux of movement, meanings and relations 
embodied in places is evident in rock art. Rock art is best apprehended as a 
"performance," where the images, the place and the landscape ali come together to 
create particular experiences and contexts of engagement. Ritual acts such as fasting 
establish bonds with places and local other-than-human persons. Successive meeting 
of sites during travel and the offering of tobacco for propitious joumeys creates a 
sequence of encounters that become intemalised in the narrative of travel. Acts of 
alliance-building or renewing associated with rock art sites create inter-cultural ties. 
Though the meaning of the images and their context of creation might be unknown, 
the continuai use and interaction with the sites promotes a sense of belonging in the 
territory, an attachment to landscape and to the past as memories are continually 
nurtured and renewed. 
This research bas helped to identify and to question bigger issues in rock art research. 
First of all, there are the problems with studying art and agency. In many ways, the 
available theories are limited in how they address data. This is especially seen in 
Gell' s theory of art and agency that fails to develop a diversified approach to non-
figurative imagery and that emphasises the origins of artworks at the expense of their 
use. In the case of rock art that is mostly non-figurative and whose origins are 
obscure, Gell ' s theories offer little guidance. Yet, Gell was onto something when he 
spoke of the captivating magical origins of non-westem arts . For they do indeed 
captivate researchers who often link them strictly with the sacred. Their magical 
- ------------- - ---
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ongms, shrouded in mystery, fuel a quest for meanmg and meamng rs best 
approached through figurative imagery. And here lies the second issue. When I first 
became acquainted with the images of the Temagami area, I realised that the simple 
llnes that are ubiquitous in Temagami rock art will elude any ctiscussion of rneaning. 
As I began to weave the strands of evidence that I harvested in the field and in 
ethnographie and ethnohistoric accounts, I vowed that I will not abandon these non-
figurative images that are usually swept under the mg. Anirnism and agency of art 
opened up the doors to an exploration that did not require meanings and that would 
give its due to these abstractions. So I thought. As I fine-cornbed the literature for 
evidence of agency of art, the tyranny of figurative images began to gradually 
emerge. Alas, not only ctid most examples illustrate images (in the sense of 
semblance), so did my theoretical guides - Gell, Descola and Ingold. On my part, I 
obtained a rare story attached to a rock art site on Obabika Lake. However, this story 
was regarding the only anthropomorph (Type 6. Unique Anthropomorph) . This 
anthropomorph is one of the few figurative images on the lake. Though the 
knowledge associated with other sites might be restricted, bence it was not discussed 
with me, is it possible that this site has a specifie story attached to the images because 
of their figurative nature? I wish I did justice to these lines, blobs and indeterminate 
figures, but in the end, I did not pierce their mystery as I would have wanted to. 
The term "rock art" has enjoyed a somewhat restrictive connotation, in part because 
of its adherence to lirnited modernist definitions of "art." If anything, the problem lies 
in the apparent unsuitability of the term "rock" to convey the true richness of the 
phenomena to which it is attached. As we have seen tin1e and again in this thesis, it is 
not only the surface on which the images are painted or carved that matters: it is the 
paths along which the place is located, the proxirnity of humans and of other-than-
human persans scattered in their respective abodes, the proximity of other places 
fi lied with agency and the larger placement within the territory of a group. It is in this 
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complex sense that rock art can be understood as landscape art, a category which it 
emicbes and transforms. Indeed, it is a total and immersed landscape art, teeming 
with activity, sociability and living presence. We are now far from the typical two-
dimensional representations of Canadian landscapes: from the rugged wilderness that 
awaits to be settled, from lush farmlands and from the ambiguous wilderness devoid 
of human and animal presence as epitomised in the paintings of the Group of Seven 
(McKay 2011). We are far from the debates and polemics of settlers faced with the 
new land that translate into a spectrum of depictions that range from peopled (though 
rarely with Indigenous presence) to ones devoid of any marmnalian !ife. The 
Indigenous landscape of rock art is a landscape where one dwells, where one is 
immersed, where one bas to be to experience the art. It is not a conceptuallandscape. 
This is one example of how rock art can participate in the creation of an Indigenous 
art history by subverting established categories of art movements and of art objects. 
Rock art is a multifunctional trace of an activity, of an interaction that took place 
among various living beings. Although rock art bad agency and exerted influence, the 
question of the meanings we can associate to each of its iconographie components 
remains open. The !ines and simple abstractions tbat dot the landscape point to no 
djscernible attempts at representation and meanings embodied in such motifs are hard 
to know. What if these simple, expedient marks were secondary to the act of tou ching 
the rock, baving a physical connection with the place via the red ochre? What if these 
lines are "signatures" of an event, traces of an action? The ritual and the landscape 
were of greater importance than what was eventually left over on the rock surface and 
these motifs are acts of performativity that hint at the actions that took place. Here, 
rock art would have agency not because it captures an essence, or calls forth the spirit 
guardian. It has agency because it consummates an action and cultivates yet another 
relationship in the landscape. 
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Canadian Shield 
Figure A.l The Canadian Shield. 
After map by Kate E . Barton, David G. Howell, José F. Vigil. 2003. "The North 
Ameri ca Tapestry of Time and Terrain" fro m U.S. Geological Survey 
http://pubs. usgs.gov/imap/i2781 1 
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Map based on http://atlas.nrcan .gc.ca/site/engli sh/ index. htm l 
312 
LEGEND 
••••• 
Approximate boundary of N'Daki-Menan 
(Atter Hodgins and Benidickson 1 989) 
0 11 22 33 44 km 
Figure A.3 Extent of n 'Daki Menan (after Hodgins and Benidickson 
[1989]: map 1). 
Map based on http ://atl as.nrcan.gc.ca/site/engli sh/ index. html 
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Figure A.4 Major Lakes in the Temagami area. 
Adapted fro m The Atlas of Canada http: //atlas. mcan.gc.ca/site/english/ index.html 
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Figure A.S Lithic knife (acquisition number 19830) housed at the New 
World Archaeology Department, Royal Ontario Museum, Toronto. (Photo by 
au thor) 
Figure A.6 Slate gouge (acquisition number 19831) housed at the New 
World Archaeology Department, Royal Ontario Museum, Toronto. (Photo by 
au thor) 
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Figure A.7 The Cross Bay site (CfHa-37) located east from High Rock 
Island on Lake Temagami. July 9, 2011. (Photo by author) 
The site is located by a deep channel, a good fi shing location that also commands 
views of Cross Bay and Lake Temagami (Gordon 1989: 14-17). 
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Figure A.8 Kokoko Bay quartz vein (CfHa-50) on Lake Temagami. August 
31, 2011. (Photo by author) 
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Figure A.9 An example of a petroglyph. Wakimika Lake, Temagami area. 
August 20, 2013. (Photo by author) 
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Figure A.lO A typical pictograph site located on a cliff by water. Lake 
Temagami Pictograph (CfHa-6). July 9, 2011. (Photo by author) 
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Figure 2. Representation of Moose and Underwa ter 
Panther in Ojibwa Iconography . 
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Figure A.ll Naub-cow-zo-win disks. Group A includes a moose pictograph 
from Oarky Lake (Northwestern Ontario). Group B includes a Misltipeshu 
pictograph from Agawa Bay (Ontario). 
Source Cleland (1985 :133 , Figure 2). 
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Figure A.13 Horseman of Agawa Bay (panel 10) painted by the Ojibwa chief 
Chingwauk in the nineteenth century (Lake Superior, Ontario). May 7, 2006. 
(Photo by author) 
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Figure A.l4 Ecaregniondi or Standing Rock. 
Source Orr ( 19 16:41 ). 
323 
Figure A.15 Types of anthropomorphs in the Canadian Shield. 
Type 1. Kennedy Island site, French River (Ontario); Type 2. Anima-Nipissing site 
(Ontario) ; Type 3. Blindfold Lake site (Ontario). The photos have been digitally 
enhanced fo r better visibility. 
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Figure A.16 Examples of bands in Canadian Shield rock art. 
a) Hand print from Blindfold Lake (Ontario) and b) band painting from Lake Anima 
N ipissing (Ontario). The photos have been digitally enhanced for better visibili ty. 
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Figure A.17 Examples of material culture in Canadian Shield rock art. 
a) Canoe with occupants, Diamond Lake (Ontario); b) two "dmmmers" from Agawa 
Bay (Ontario) . 
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Figure A.18 Examples of animais in Canadian Shield rock art. 
a) Cervid at Fairy Point (Missinaibi Lake, Ontario); b) turtl e at Lac Wapizagonke 
(Québec); c) beaver and bear at Kennedy Island (French River, Ontario). The photo 
of the tUJtl e has been di gital! y enhanced fo r better visibility. 
Figure A.19 
rock art. 
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Examples of other-than-human persons m Canadian Shield 
a) Thunderbird at Kennedy Island (French River, Ontario) ; b) Thunderbird on Lake 
Temagami (Ontario); c) Mishipeshu at Agawa Bay (panel 8) painted by the Ojibwa 
chief Chingwauk in the nineteenth century (Lake Superior, Ontario). Photo b) bas 
been di gitally enhanced for better visibility. 
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Figure A.20 Examples of abstract and indeterminate figures m Canadian 
Shield rock art. 
a) Tall y marks at Crowrock Bay site (Lake Anima Nipissing) ; b) a plant-like figure 
and a vertical stroke at Reva Island (Lake Missinaibi) ; c) white crosses at Fairy Point 
(Lake Missinaibi) ; d) complex geometrie at Greyrock site (Lake Anima Nipissing); e) 
checker-board pattern at Hayter ' s Peninsula (Lake of the Woods). The photos (except 
c) have been digitally enhanced for better visibi li ty and ali come from Ontario sites. 
AllCH.tEOLOGICAL R E PORT 
1 . 1)... ~ 
•' 
.· ·' , . ... 
@ 
.... ..... 
.. . 
~ -­\. ::' .. ~~~ 
@ 
@ 
~ 
@ 
v • • • 
..a ~ 
~ @~ ta ~ 3. @ 
Pun \' . 
329 
. 
"' 
@ 
.rA., 
Figure A.21 Reproduction of the paintings at Diamond Lake rock art site 
(panels 6, 7, 8) from Phillips (1907: Plate 5). 
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Figure A.22 Selwyn Dewdney's site card for Diamond Lake and Temagami 
Lake sites, July 1959. 
Site card located at the New World Archaeo logy Department (Royal Ontario 
Museum) in the Selwyn Dewdney Rock Art Research Coll ecti on, Seri es 1: 
Pictograph Reproductions. 
Figure A.23 
e longp 
ake 
Legend 
Pi cto g rap h site 
Petroglyph site 
Distribution of rock art sites in the Temagami area. 
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Due to space restriction on the map, not ali of the sites on Lake Temagami are 
indicated. 
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Figure A.24 Large ledge at Anima Nipissing Pictograph (Area 2) site. 
August 1, 2012. (Photo by author) 
333 
Figure A.25 Nearby suitable ledge at the North Rock site. August 22, 2013. 
(Photo by author) 
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Figure A.26 Nearby suitable space at the Wapus Creek site. August 23, 2012. 
(Photo Bill Buchan) 
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Figure A.27 Large secluded space on top of the Diamond Lake cliff. August 
24, 2009. (Photo by author) 
336 
Figure A.28 A motif at Area 1, Panel1 at the Longpoint Lake site (CkHd-1). 
While Conway (n.d.:2, 6) described it as a Horned Serpent, Lemaitre (201 3) 
interpreted thi s image as a hand with three fingers (photo enhanced with DStretch, 
YRD co lorspace). 
Figure A.29 
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Craig Macdonald's Historical Map of Temagami. 
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Composite map from http://www.ottertooth.com/Temagami/Maps/nastawgan/ nastaw-
index. htm assembled by Martin Kopec. 
Figure A.30 
(1915b). 
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Hunting terri tories m n 'Daki Men.an as recorded by Speck 
The red line circumscribes Teme-Augama Anishnabai territories. Map modifi ed from 
Speck (1915b ). 
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Sites with 31+ motifs 
Sites with 21 -30 motifs 
Sites wilh 11-20 motifs 
0 22 33 44 km 
Figure A.31 Distribution of rock art sites based on their motif cou nt. 
The letter "a" north of Diamond Lake refers to the sites on Chris Willi s Lake, Sucker 
Gut Lake, Lady Evelyn River (Helen Fall s sites) and the Thunderbird Rock 
Pictograph. 
-----------------------------------------------------------------------------------------------------------
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Figure A.32 Distribution of unique and rare motifs in the Tema garni area. 
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Figure A.33 
content. 
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Site with 16 motif typu 
Site wlth 15 motif types 
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Site w lth 12 motif types 
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Distribution of rock a rt sites based on the variability m motif 
Figure A.34 
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Large habitation: CfHa-13, CgHa-1, CgHa-2, CgHa-6 , 
CgHa-7 
Quarry: CfHa-34, CfHa-50 
Lithic Workshop : CfHa-32, CfHa-34 
Sugarbush : CgHa-1 8 
Shortterm camp: CgHa-24, CfHa-9 , CfHa-31 , CfHa-33, 
CfHa-35, CfHa-36, CfHa-37, CfHa-38, CgHa-33, CgHa-34, 
CgHa-35 
Grandmother Rock: CgHa-16 
Archaeological and pictograph sites on Lake Temagami. 
Pictograph sites CgHb-6 and CeHa-1 are not indicated . After Gordon ( 1989, 1992, 
1995a). Base map Google Earth. 
Figure A.35 
Legend 
CgHb-7: Obabika lake Sugal'btlsh - post-contact 
CgHb-9: Obabika Narrows (seasonal campi meeting place)-
Archaic to post-contact 
CgHb-10: Slate RoCk Quarry - pre-contact 
CgHb-12: Moose Print (seasonal camp)- pre-contact 
CgHb-13: Fry Site (ali se a son camp)- pre and post-contact 
CgHb-14: Misabi Setttement (permanent settlement)-
pre and post-contact 
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CgHb-15: Quartz Point (Quauy and seasonal camp) - pre-contact 
CgHb-16: Splash Site (lemporary camp/ quarry)- pre-contact 
CgHb-17: Fog Point (seasonal campi quarry) - pre and post-contact 
Archaeological and pictograph sites on Lake Obabika. 
After Conway and Conway (1989). Base map Google Earth. 
---- ------ -----
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:SEARS' SKOLL S 
Figure A.36 Ritual disposai of bears' skulls among the Innu. 
From Chambers (1 896:3 16). 
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Figure A.37 
top. 
Shaking tent with other-than-human persons entering from the 
From Schoolcraft (1851-1 857:5 :428, Plate 32). 
346 
Figure A.38 Midewiwin Birch-bark scrolls. 
From Hoffman (189 1 :288, Plate 19) . 
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Figure A.39 Mink skin Mide bag and its contents. 
From Hoffman (1891 :220, Plate 11). 
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Figure A.40 A representation of a dream figure 
From Densmore (2007[1929]:82). 
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Figure A.41 Painted bear skull collected from Rupert's House Cree people 
(Québec) c. 1964. 
Acquisition number 964.140.28. Daphne Cockwell Gallery of Canada: First Peoples. 
Royal Ontario Museum, Toronto. (Photo by author) 
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Figure A.42 Images used in hunting magic. 
From Tanner (1830: 189). 
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THE GREAT STONE '' (;ONJURING HOU~~." :\US~I~ AlDI lU VER. 
Figure A.43 "Conjuring House," Missinaibi River. 
From Bell (1879:7C, Illustration 16). 
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Figure A.44 Turtle Rock on Catfish Lake, Algonquin Park. 
From Laidlaw (1922:83). 
. 
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Figure A.45 Split rock dome on Seal Island. July 9, 2011. (Photo by author) 
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Figure A.46 Manitou face on Lake Manitou (indicated with an arrow). 
(Photo Bill Buchan, August 2013) 
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Figure A.47 Rock effigy at Kokomis Island. 
From Anonymous (1905 :594). 
Figure A.48 Rabbit Rock on Rabbit Lake. 
From Back (2004:30). 
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Figure A.49 Grandmother and Grandfather Rocks on Lake Obabika. 
August 19, 2013. (Photo by author) 
Figure A.SO 
author) 
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Spirit Rock on Shish-Kong Lake. August 22, 2013. (Photo by 
357 
'cj 
F10. lt. Fa . 16. .. ••. 16. 
Figure A.Sl 
Minnesota. 
Indications of directions, observed on trees near Red Lake, 
From Hoffman (1888:228). 
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Figure A.52 The battlefield at Portage Bay. July 9, 2011. (Photo by author) 
359 
s: 
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Figure A.53 Reproduction of the paintings at Lady Evelyn Lake rock art site 
from Phillips (1907: Plates 7 and 8). 
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Figure A.54 Ferris Lake: Area 2, Panel 2. Photo enhanced with DStretch, 
LRE colorspace. (Photo by Bill Buchan, 2013). 
36 1 
Figure A.55 Obabika Inlet 2, bank across the lake from the site. August 21, 
2013. (Photo by author) 
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Matabltchuan River 
Montreal River 
Lady Evelyn River 
West Montreal River 
Obablka River 
Sturgeon River 
Temagami River 
\_ é 
Figure A.56 Major Rivers of the Tema garni Area and Water Routes 
Routes in/out of n 'Daki Menan: 1. Matabitchuan River (the route via Rabbit Lake to 
Lake Temagami is indicated by dots); 2. Montreal River (the route via Lake Anima 
Nipissing to Lake Temagami is indicated); 3. The Lady Evelyn River (the route via 
Lady Evelyn Lake to Lake Temagami is indicated); 4. The Matachewan Lake route 
across the height of the land; 5. West Montreal River (the route to Ferris Lake is 
indicated); 6. Obabika River (the route via Wawiagama Lake is indicated); 7. 
Sturgeon River (the route to Lake Wanapitei via Lake Matagamasi is indicated); 8. 
Temagami River. Interior routes : a. Wasaksina Lake; b. Obabika lnlet; c. Lakes and 
Lady Evelyn River around Maple Mountain; d. Yorston River; e. Longpoint Lake; f. 
Wapus Creek; g Makobe Lake. 
To James Bay 
Ferris Lak 
CkHg-1 
... 
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• Matabitchuan River 
Montreal River 
Lady Evelyn River 
West Montreal River 
Obabika River 
Sturgeon River 
Figure A.57 
sites. 
Major entry points into n 'Daki Menan and associated rock art 
364 
Lady E'Velyn Rlver 
Obibika River 
sturgeon RJver 
sites 
CgHd-1 
-
Figure A.58 Rock art sites and interior routes 
---------------------------- - ---------------------------- ----------------------, 
Figure A.59 
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81:a 
Lake Temagami rock art sites and nastawgcm (after Macdonald 
3 6 6  
E x t e n t  o f  N o r t h  A r m  
E x t e n t  o f  S h a r p  R o c k  l n l e t  
E x t e n t  o f  N o r t h w e s t  A r m  
E x t e n t  o f  O b a b l k a  l n l e t  
P l c t o g r a p h  s i t e  
F i g u r e  A . 6 0  R o u t e s  b e t w e e n  L a k e  T e m a g a m i ' s  h u b  a n d  D i a m o n d  a n d  
O b a b i k a  L a k e s .  
B a s e  m a p  G o o g l e  E a r t h .  
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Legend 
Boundary of hunting territorles of 
the Temagami band 
30 Famlly hunting ground 
• Plctograph site 
Figure A.61 Hunting territories in n 'Daki Menan and rock art sites 
Map modi fied fro m Speck (1915b). 
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Figure A.62 Distribution of canoe pictographs in the Temagami area. 
APPENDIXB 
ROCK ART SITES IN THE TEMAGAMI AREA: DOCUMENTED, DESTROYED, 
UNCONFIRMED AND FUTURE POSSIBILITIES 
Site Name 
Baie Jeanne 
Pictograph 
Wasaksina 
Lake 
Pictographs 
Bord en 
No. 
CeHa-1 
CfGx-1 
Bear Island Cllia-3 
Pictograph 
Little Bear CfHa-5 
Pictograph 
Lake CfHa-6 
Tema garni 
Pictograph 
Table B.l 
Rock Art Sites in the Temagami Area 
Location 
Lake 
Temagami 
Wasaksina 
Lake 
Lake 
Temagami 
Lake 
Temagarni 
Lake 
Temagami 
Previous 
research 
Conway 1986*; 
Friends of 
Temagami 2012 
Conway 1981a* 
Conway n.d*; 
Dewdney 
1959#; 
Dewdney and 
Kidd 1967 :94; 
Gordon 1995a; 
Lemaitre 2013; 
Friends of 
Temagami 2012 
Dewdney 
1959#; 
Dewdney and 
Kidd 1967:94; 
Conway 1982a*; 
Lemaitre 2013; 
Friends of 
Temagami 20 12 
Conway 
198lb*; Gordon 
1995a; Lemaitre 
2013; Friends of 
Temagarni 20 12 
Site 
seen 
x 
x 
x 
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Notes 
Photos and location from 
Bill Buchan. 
Photos and location from 
Bill Buchan. 
Dewdney site #4 lb. 
Gordon observed more 
motifs to the south of the 
main panel. These were 
not observed in 201 1. 
Dewdney si te #41 a. 
Dewdney conflated botb 
CfHa-3 and CfHa-5 
under one site even 
tbough CfHa-5 is around 
380 meters north of 
CfHa-3. A new panel 
was discovered in 201 1. 
The site consists of two 
major concentrations of 
rock art separated by 
30m. Lemaitre split the 
site into two : CtHa-6 
(south) and CtHa-8 
(north). This split 
occurred as Conway 
reported two sites north 
of Cflia-6, bowever he 
failed to describe them 
adequately. Lemaitre 
found C.IHa-7, but not 
Conway's actual CfHa-8, 
bence the division of 
Cllia-6 into two. New 
motifs were discovered 
in 2011. 
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Site Na me Bord en Location Previous Site Notes 
No. research seen 
Portage Bay cœa-7 Lake Conway 198lc*; x Gordon did not observe 
1 Pictograph Temagami Gordon 1995a; the site and ascribed the 
Lemaitre 2013 Borden number CfHa-7 
to CfHa-8. 
Portage Bay CfHa-8 Lake Conway 198 ld* x Gordon reports it as 
2 Pictograph Temagami Gordon 1995a; CfHa-7. 
Friends of 
Temagami 20 12 
Matabitchuan CgGv-1 Mata bi tchuan Conway 1976a, Lemaitre located panel 4 
Pictographs River 1979, 1980; in a museum at Sault Ste-
Conway and Marie (Ontario) . Photos 
Conway 1978; and location from Bill 
Lemaitre 2013 ; Bu chan. 
Friends of 
Temagami 2012 
Sharp Rock CgHa- Lake Photos and location from 
Inlet Temagami Bill Buchan (2013). 
Pictograph 2 
North Arm CgHa-8 Lake Conway x 
Pictograph 1 Temagarni l982b*; Gordon 
l995a; Lemaitre 
2013; Friends of 
Temagami 20 12 
North Arm CgHa-9 Lake Conway 1982c*; x 
Pictograph 2 Temagami Gordon 1995a; 
Lemaitre 20 13 ; 
Friends of 
Temagami 2012 
Sealrock CgHa-10 Lake Conway x 
Point Temagami J982d*; Gordon 
Pictograph l 995a; Lemaitre 
2013 ; Friends of 
Temagami 2012 
Northwest CgHa-19 Lake Dewdney x Dewdney site #42. On 
Arm Temagami 1959#; the map of Conway's 
Pictograph Dewdney and archaeological site report 
Kidd 1967:94; fonn, CgHa-19 and 
Conway 1984a*; CgHa-25 are inverted. 
Lemaitre 2013 ; 
Friends of 
Temagami 2012 
SiteName 
Doorstep 
Pictograph 
Bord en 
No. 
Location 
CgHa-20 1 Lake 
Temagami 
Low Rock 1 CgHa-21 1 Lake 
Pictograph Temaganli 
Granny Bay 1 CgHa-22 1 Lake 
Pictograph Temaganli 
Deer Island 1 CgHa-23 1 Lake 
Pictograph Temagami 
Turtlesbell 
Pictograph 
CgHa-25 1 Lake 
Temagami 
Trout Cliff 1 CgHa-27 1 Lake 
Pictograph Temagami 
Previous 
research 
Conway 
1984b*; 
Lemaitre 2013; 
Friends of 
Temagami 2012 
Conway 1984c*; 
Gordon 1995a; 
Lemaitre 2013; 
Friends of 
Temagami 2012 
Conway 1983a*; 
Lemaitre 2013 ; 
Friends of 
Temagal)li 2012 
Dewdney and 
Kidd 1967:153; 
Conway 
1984d*; Gordon 
1992; Lemaitre 
20 13 ; Friends of 
Tema garni 2012 
Conway 1984e*; 
Friends of 
Temagami 2012 
Conway 1985*; 
Lemaitre 2013 
Site 
seen 
x 
x 
x 
x 
x 
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Notes 
The genera l site view 
photo in Lema.itre 's 2013 
publication is that of 
CgHa-20. 
There are two areas to 
this site according to 
Conway. Lemaitre and 1 
have only seen the 
northern area . Bill 
Buchan bas provided 
photos and location of 
second area, located 
around 155m to the 
south. 
Tbere are two areas to 
this site separated by 
around 80 meters. 
Lemaitre discusses the 
two as one area. 1 have 
only seen the nortbern 
area. Bill Bucban has 
provided photos and 
location of otber area. 
Bill Bucban and Brian 
Back provided photos 
and location of the site. 
On the map ofConway ' s 
archaeological site report 
form for Cgha-19, CgHa-
19 and CgHa-25 
locations are inverted. 
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SiteName Bord en Location Previous Site Notes 
No. research seen 
Shoal Bay CgHa-28 Lake Conway 1984f!'; x LemaitTe's second panel 
Pictograph Temagami Gordon 1995a; was not located. The 
Lemaitre 2013 ; tracing appears to be that 
Friends of of pictographs in the 
Ternagami 2012 vicinity ofCgHa-27. 
Racoon Bay CgHa-29 Lake Conway x 
1 Pictograph Ternagami 1984g*; 
Lemaitre 2013; 
Friends of 
Ternagami 2012 
Racoon Bay CgHa-30 Lake Conway x 
2 Pictograph Ternagami 1984h*; 
Lemaitre 2013; 
Friends of 
Ternagami 2012 
Mathias CgHa-38 Lake LemaitTe 2013; x 
Ternagami Friends of 
Ternagarni 2012 
Obabika Inlet CgHa-41 Lake x Site located in 2011 . 
3 Temagami 
Obabika CgHb-1 Obabika Conway l981e*; x There are more motifs 
Lake Lake Conway and th an recorded by 
Pictograph Conway 1988, Conway and Conway 
1989; Lemaitre (1989) . A DStretch 
2013; Friends of analysis do es not 
Temagami 2012 concord exactly with 
previous recordings. 
Mystery CgHb-3 Obabika Conway 1981 f* ; x More motifs have been Rock Lake observed than previously 
Pictograph Conway and recorded. Conway 1988, 
1989; Lemaitre 
2013; Friends of 
Temagami 2012 
Site Name 1 Borden 
No. 
Devil's Ledge 1 CgHb-4 
Pictograph 
Shilling Rock 1 CgHb-5 
Pictograph 
Obabika lnlet 1 CgHb-6 
2 Pictograph 
North Rock 1 CgHb-11 
Pictograph 
Wakimika 
Lake 
Petroglyphs 
Lake 1895 
Pictographl 
Yorston 
River 
CgHc-
CgHd-1 
Location 
Obabika 
Lake 
Obabika 
Lake 
Obabika Inlet 
Obabika 
Lake 
Wakimika 
Lake 
Asabi Lake 
(Yorston 
River) 
Previous 1 Site 
research seen 
Conway 1 x 
1 98lg*; 
Conway and 
Conway 1988, 
1989; Lemmtre 
2013 ; Friends of 
Temagami 2012 
Conway 1 x 
l 981h*; 
Conway and 
Conway 1988, 
1989; Lemmtre 
2013 ; Friends of 
Temagami 2012 
Conway 198li* 1 x 
Conway 1984i*; 1 x 
Conway and 
Conway 1988, 
1989; Lemaitre 
20 13; Friends of 
Temagami 2012 
Conway J. 1979; 
Conway 198 1 c; 
Friends of 
Temagami 2012 
x 
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Notes 
More motifs have been 
observed thau previously 
recorded. 
New motif (panel 4) 
observed a few meters 
furtber north. 
The site ' s coordi.nates on 
file at the Ontario 
Ministry of Culture were 
inaccurate. The site was 
located by Bill Buchan. 
More motifs have been 
observed thau previously 
recorded. 
Photos by Dave Ross via 
Bill Buchan. 
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Site Na me Bord en Location Previous Site Notes 
No. resea rch seen 
ChGx-1 Anima Knigbt 197 1; x Dewdney' s site # 289, 
Anima- Nipissing Dewdney "A likely sbaman's 
Nipissing Lake 1973#; Conway, dreaming place." More 
Pictograph J. 1979; motifs bave been 
Lemaitre 2013 ; observed than previously 
Friends of recorded by Dewdney 
Temagami 2012 and Lemaitre - four tally 
marks and Tbunderbird. 
The tally marks and an 
"X" [Thunderbird] were 
present on a sketch made 
by Erik Pistohl.kors 
(OMNR) in 1971 and 
sent to Dewdney 
(Dewdney 
correspondence, F62, 
ROM). 
Shady Grove ChGx-2 Anima Conway, J. x Lemaitre discusses 
Nipissing 1979; Lemaitre CbGx-24 as ChGx-2. 
Lake 2013 ; Friends of More motifs have been 
Temagami 20 12 observed than previously 
recorded. 
Whitewater ChGx-3 Anima Conway, J. x Lemaitre dise us ses 
Portage Nipissing 1979; Lemaitre CbGx-4 as ChGx-3. 
Lake 2013 ; Friends of 
Temagami 2012 
Greyrock ChGx-4 Anima Conway, J. x More motifs have been 
Nipissing 1979; Conway observed than previously 
Lake 1984b; Lemaitre recorded. 
20 13 ; Friends of 
Temagami 2012 
WindyArm ChGx-23 Anima x Site located in 20 12. 
Nipissing 
Lake 
Crowrock ChGx-24 Anima x Site located in 2009. 
Bay Nipissing Based on mentions in 
Lake Conway' s writings, be 
knew of this site, 
however he never 
registered it. 
- -
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Site Na me Bord en Location Previous Site Notes 
No. research seen 
Diamond ChHb-1 Diamond Plùllips 1907; x Dewdney ' s site #40. 
Lake Lake Dewdney Dewdney revised faces 
1959#, 1977#; III and V (panels 4, 5, 8) 
Dewdney and in August 1977 -
J<jdd 1967:93 ; "following demolition of 
Conway 1976a; the Jumber dam at the 
1976b; Lemaitre outlet into Lady Evelyn 
2013 ; Friends of Lake and reversion of 
Temagami 2012 Diamond Lake to its 
original level." The dam, 
located in the north end, 
was disintegrating in 
1975, and in 1976 the 
Ministry of Natural 
Resources removed the 
vestiges. 
Helen Falls 1 ChHb- Lady Evelyn Photos and location from 
River Brian Back and Bill 
Bu chan. Site located in 
20 11 ~B. Back. 
Helen Falls 2 ChHb- Lady Evelyn Site located by Bill 
River Buchan in 2014. 
Chris Will is ChHb- Chris Willis Site located by Bill 
Lake 1 Lake Buchan in 2014 thanks to 
information from Craig 
Macdonald. 
Chris Willis ChHb- Chris Willis Site located by Bill 
Lake 2 Lake Bu chan in 2014 thanks to 
information from Craig 
Macdonald. 
Thw1derbird CiHb-2 Bush, ne ar Dewdney l973a; Photos and location from 
Rock TupperLake Lemaitre 2013 Bill Bu chan. Rock 
Pictograph sample analysis should 
be undertaken to con:firm 
without doubt the 
anthropic creation of the 
imé!_g_e. 
Sucker Gut CiHb- Sucker Gut Photos and location from 
Lake Brian Back and Bill 
Buchan. Site located in 
2008 by Brian Back' s 
son. 
MakobeLake Cilie- Makobe Lake Site located by Bill 
Bu chan in 2014 thanks to 
info from Craig 
Macdonald. 
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SiteName Bord en Location P revious Site Notes 
No. research seen 
Wapus Creek CjHf- Wapus Creek Dalla Bona 2001 Photos and location from 
Pictograph Bill Buchan. 
Longpoint CkHd-1 Longpoint Conway n.d.; x 
Lake Lake Lemaitre 2013 
Pictograph 
Matachewan DaHe-4 Matachewan Dewdney Dewdney site # 244. 
Lake Lake 1965a#; Photos and location from 
Pictograph 1 Dewdney and Bill Buchan. 
Kidd 1967:152; 
Lemaitre 2013 
Matachewan DaHe- Matachewan Photos and location from 
Lake Lake Bill Buchan. Site located 
Pictograph 2 in 2013. 
Matagamasi CeHd-1 Matagamasi Dewdney Dewdney ' s site #218. 
Lake Lake 1965b#; Photos and location from 
Pictograph 1 Dewdney and Bill Buchan. 
1\ Kidd 1967; 
Conway 1976c; 
Lemaitre 2013 
Matagamasi CeHd- Matagamasi Photos and location from 
Lake Lake Bill Buchan. Site located 
Pictograph 2 in 2013 . 
1\ 
Chiniguchi CfHe- Chiniguchi Photos and location from 
Lake Lake Brian Back and Bill 
Pictograph " Buchan. Site located by 
Brian Back in 2008. 
Stouffer Lake CgHe- Stouffer Lake Photos and location from 
Pictograph " Brian Back and Bill 
Buchan. Site located by 
Brian Back in 2009. 
Ferris Lake CkHg-1 Ferris Lake Macfie 1958; Dewdney site # 45. 
Pictograph" Dewdney Photos and location from 
1959#; Bill Buchan. 
Dewdney and 
Kidd 1967:92; 
Lemaitre 2013 
*Indtcates Site records from the Ontario Mm1stry ofTounsm, Culture and Sport 
# Indicates site cards in Selwyn Dewdney Rock Art Research Material. New World 
Archaeology Department. Royal Ontario Museum, Toronto 
AJndicates sites outside of n 'Daki Menan 
Site Name 
Destroyed 
Tema garni 
Pictograph 
Obabika lnlet 1 
Pictograph 
Lady Evelyn 
Lake pictograph 
Lady Evelyn 
River pictograph 
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Table B.2 
Destroyed Sites in the Temagami Area 
Bord en 
No. 
CfHa-10 
CgHa-12 
Location 
Lake Temagarni 
Obabika Inlet 
Previous 
research 
Dewdney and 
Kidd 1967:94; 
Conway 1982e* 
Couway 1981 k* 
Lady 
Lake 
Evelyn Pltillips 1907; 
Lady 
River, 
Chrumel 
Dewdney 1977; 
Tassé 1977b 
Evelyn Dewdney 1977; 
South Tassé 1977b 
Notes 
"Michael Paul took me to 
this site location. It was 
weil known to the 
Temagami lndians and is 
associated with two sacred 
sites uearby" (Conway). 
The two sacred sites 
Conway is talkiug about 
are the places mentioned in 
the story of Seal Rock 
(Speck 1915a). 
Site destroyed by Jogging 
operations. 
Site submerged by 
damming. Never located 
by Dewdney and Tassé. 
Site submerged. Dewdney 
and Tassé looked in this 
location because it was 
reported locally tbat 
drowned paintings were 
tbere. The morphs 
discovered were a canoe 
and a "Y"- like motif 
(Dewdney 1973b). 
Tracings from memory 
made by the divers 
(Dewdney 1973c) are not 
1ike the one reproduced in 
Dewdney 1977. The ''Y" 
symbol seems to be p1aced 
above the · canoe and it 
does not look like a fish, 
while Dewdney' s traciug 
bas a fish under the canoe. 
Site Name 
Lady Evelyn 
River pictograph 
Rabbit Rock 
Bord en 
No. 
Location 
Mattawapika 
Falls, Lady 
Evelyn River. 
Section between 
Lady Evelyn 
Lake and 
Montreal River. 
Previous 
research 
Rabbit Point on Back 2004:30 
Rabbit Lake 
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Notes 
According to TAA James 
Paul who testified at the 
Bear Island Trial in 1982-
1984, there was a 
pictograph site near 
Mattawapika Falls. It was 
flooded over when the 
Mattawapika dam was 
constructed. On 
MacDonald ' s (1985b) map 
there is a cliff called Ko-
ko-ko Waw-bee-kong 
(Wbite Owl Cliff). It 
alludes to birds of prey as 
two other rock art sites in 
the area (CbGx-24 and 
CgHb-1). It is not near 
where Mattawapika Falls 
used to be but right at the 
bend where Lady Evelyn 
Lake enters Lady Evelyn 
River. At the beginning of 
the nineteenth century, this 
stretch of the river (from 
Lady Evelyn Lake to 
Montreal River) was 
known as Mattawapika 
(Barlow 1907:21). 
However, the lndigenous 
name of thar stretch of 
water, which was 
considered a lake, was Ko-
ko-ko Waw-bee-kong, thus 
referencing the cliff The 
named cliff was an effigy 
rock (Craig Macdonald, 
persona! communication 
2014), but it mighr have 
bad a rock art site. There 
might have been two rock 
art si tes in the stretcb 
between Lady Evelyn Lake 
and Montreal River. 
Rock effigy wbere eyes 
have been empbasized. 
Submerged through lake 
damming. 
Site Name 
Fissure 
Pictograph 
Sharp Rock 
Inlet 
Pictograph 
Lady Sydney 
Pictograph 
Obushkong 
Lake 
Petroglyphs 
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Table B.3 
Unconfirmed Sites in the Temagami Area 
Bord en 
No. 
CfHa-4 
CgHa-3 
CiHb-3 
CkHe-1 
Location 
Lake 
Temagami 
Lake 
Tema garni 
Lady Sydney 
Lake 
"A single large 
boulder on the 
portage 
between Edith 
and Obushkong 
Lake on the 
portage path." 
Previous 
research 
Conway n.d. *· 
Lemaitre 2013 
Dewdney 
1970c; 
Conway n.d.*; 
Friends of 
Temagami 
20 12 
Conway 
1984k*; 
Lemaitre 2013 
Conway 
J983c* 
Notes 
Lemaitre discusses a panel on 
Bear Island (CfHa-5) as 
CfHa-4. Despite mine and 
Bill Bu chan 's efforts, the site 
was never located. It is not 
certain if me site was 
destroyed or if it was tbere in 
the first place as no tracings 
of it are known. 
The site was reported to 
Dewdney by Lovegrove m 
1970 as consisting of four 
tally marks. According to 
Conway, the site was 
repeatedly reported, however 
he was unable to observe it on 
his 1978 visit probably due to 
bigh water Ievels. The site 
Iocated by Buchan is around 
480 rn south of the location 
on file at the Ministry of 
Culture and the image is not 
ÙJ.at of four tally DJ.arks. This 
infoTDJ.ation points to the 
presence of two sites in the 
Sh~ Rock Inlet area. 
Conway never visited the site. 
Both Bill Buchan and Craig 
Macdonald bave searched for 
the site. A possible site bas 
been located by Bucl1an, 
however the rock sample bas 
to be analysed in order to rule 
out natural stainiJ!& 
The site was never located 
despite Bill Buchan 's efforts. 
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Site Name Bord en Location Previous Notes 
No. research 
Wav.riagama Wav.riagama Pollock Bill Bu chan bas examined 
Lake Lake (Round 1992:51 possible site locations; 
Pictograph Lake) however the re were no 
definitive pictograpbs. Tbere 
is bowever. a cliff on the 
westem si de of the lake cal led 
Kaw-geesh-kaw-bikong. The 
site might be there. 
Table B.4 
Possible Sites in the Temagami Area 
Rabbit Lake Reported but Unrecorded sites 2. Selwyn 
Dewdney Rock Art Research Material. New 
World Arcbaeology Department. Royal Ontario 
Museum, Toronto. 
Trout Cliff (Lake Temagami) Possible pictographs on cliff beavily strewn 
witb natural red markings. Further inspection is 
required. This place is marked on the Friends of 
Temagami map (2012). 
APPENDIX C 
CATALOGUE OF SITES 
Baie Jea1me Pictograph - CeHa-1 
General view of the site with panels 1 and 2 indicated. (B. Buchan, 2011) 
Closer view of panels 1 and 2. Note the deep fissure between the panels. 
(B. Buchan, 2011) 
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384 
Baie Jea1me Pictograph - CeHa-1 
Panel 1. Photo enhanced with DStretch (LRE colorspace). (B. Buchan, 2011) 
Panel2. Photo enhanced with DStretch (YRD colorspace). (B. Buchan, 2011) 
385 
Wasaksina Lake Pictographs - CfGx- 1 
General view of the site with location of panels 1-4. (B. Buchan, 20 13) 
386 
Wasaksina Lake Pictographs - CfGx-1 
General view of the locational relationship between CfGx -1 and the rock shelf ( 40m 
north of the site) . (B. Buchan, 201 3) 
Rock shelf north of the Wasaksina Lake Pictographs site. (B. Buchan, 201 3) 
387 
Wasaksina Lake Pictographs - CfGx-1 
Panels 1-4 enhanced in DStretch (1 , 2, 4 - YRD colorspace; 3 - YRE colorspace). 
388 
Bear Island Pictographs - CfHa-3 
Approaching from the south . General view of the rock cliff. (D. Zawadzka, 2011 ) 
General view of the site with two free standing rocks to the ri ght. The arrow indicates 
the location of the panel. (D. Zawadzka, 20 11 ) 
389 
Bear Island Pictographs - Cfl-Ia-3 
General view of panel 1. 
Panel 1. Photo enhanced in DStretch (CRGB matrix). 
390 
Little Bear Pictograph - CfHa-5 
General view of the site with location of panels 1-3. Panel 1 is the northernmost. 
(D. Zawadzka, 2011 ) 
View from the south of the cliffj utting out into the lake. (D. Zawadzka, 20 11 ) 
39 1 
Little Bear Pictograph - CfHa-5 
View of panel 1, loo king south. The pictographs are located on the smooth surface 
under the small overhang to the right of the orange li chen. There were light 
refl ections fro m the earl y afternoon sun on the large jutting triangular overhang. (D. 
Zawadzka, 20 11 ) 
------------------------------------------------------------------------------~ 
392 
Little Bear Pictograph - CfHa-5 
Panel 1. Photo enhanced in DStretch (YRD colorspace) 
393 
Little Bear Pictograph - CfHa-5 
General view of panel 2. The arrows indicate the location of the pictographs. The 
large concave overhang was the scene of light reflections. (0. Zawadzka, 2011) 
Panel 2. Photos enhanced in DStretch (LRE colorspace). 
394 
Little Bear Pictograph - CfHa-5 
General view of panel 3 (indicated by the black rectangle). (D. Zawadzka, 2011) 
Panel 3. Photo enhanced in DStretch (YRD colorspace). 
395 
Bear Island pictograph sites - CfHa-3 and CfHa-5 
General view of the location of CfHa-3 and CfHa-5, CfHa-5 is aro und 350m north of 
CfHa-3. (D. Zawadzka, 2011) 
Lake Temagami Pictograph - CfHa-6 - Area 1 
General view of the site (Area 1), note the chasm from which a tree is growing. 
(D. Zawadzka, 2011) 
Location of panels 1-6. (D. Zawadzka, 2011) 
396 
397 
Lake Temagami Pictograph - CfHa-6 - Area 1 
Panels 1-6. Photos enhanced in DStretch (LRE colorspace, except panel 4 - CRGB 
matrix). 
Lake Temagami Pictograph - Cfl-Ia-6- Area 2 
General view of Area 2. Location of the area is indicated by an anow. 
(D. Zawadzka, 2011) 
Close-up of the site. (D. Zawadzka, 2011) 
398 
Lake Temagami Pictograph - Cffia-6 - Area 2 
Close-up of the pictographs. (D . Zawadzka, 2011) 
Close-up of the vandalised pictograph. Photo enhanced in DStretch (YRD 
colorspace). 
399 
400 
Lake Temagami Pictograph - CfHa-6 - Area 1 
Water reflections seen on the overhang in Area 1 where the pictographs are located 
(note the giant spider). (D. Zawadzka, 2011) 
401 
Lake Ternagami Pictograph - CfHa-6 - Areas 1 and 2 
CfHa-6: Area 1 (left) and Area 2 (right). Area 1 is around 40m north of Area 2. 
(D. Zawadzka, 2011) 
- ------------------
Portage Bay 1 Pictograph - CfHa-7 
General view of the site. The arrow indicates the location of the pictograph. 
(D. Zawadzka, 20 11) 
Close-up of the pictograph . (D. Zawadzka, 20 11 ) 
402 
403 
Portage Bay 2 Pictograph - Cfl-Ia-8 
General view of the site. (D. Zawadzka, 2011) 
404 
Portage Bay 2 Pictograph - CfHa-8 
Close-up view of the site. The black rectangle indicates the location of the 
pictographs. (D. Zawadzka, 201 1) 
405 
Portage Bay 2 Pictograph - Cfl-Ia-8 
Close-up of the pictographs. Photo enhanced in DStretch (LRE colorspace). 
General view of the location of CfHa-7 and Cfl-Ia-8. Cfl-Ia-7 is arow1d 190m north of 
CfHa-8. (D. Zawadzka, 2011) 
406 
Matabitchuan Pictographs - CgGv-1 
General view ofthe site. (B. Buchan, 2014) 
Location of panels 1-7. Location of panel 4 indicates where a loose slab would have 
been located. The slab was removed from the site (Conway 1980). Graffi ti has been 
scratched in the area of Panel 5 between July, 2011 and June, 2014. (B. Buchan, 
2011 ) 
407 
Matabitchuan Pictographs- CgGv-1 
Panels 1-7 (except 4). Photos enhanced in DStretch. 
408 
Sharp Rock Inlet Pictograph 2 - CgHa-
General view of the site. The black square indicates the location of the panel. Note 
the large horizontal quartz vein to the left of the panel. (B. Bu chan, 201 0) 
Close-up of the pictograph. Photo enhanced in DStretch (YRD colorspace). 
409 
North Arm Pictograph 1 - CgHa-8 
General view of the site. The black rectangle indicates the location of the pictograph. 
(D. Zawadzka, 2011) 
Close-up of the pictograph. Photo enhanced in DStretch (YRE colorspace) 
410 
North Arm Pictograph 2- CgHa-9 
General view of the site. The white square indicates the location of the pictograph. 
(D. Zawadzka, 201 1) 
Close-up of the pictograph. Photo enhanced in DStretch (YRD colorspace) 
Sealrock Point Pictograph - CgHa-1 0 
General view of the site. The white rectangle indicates the location of the 
pictographs. (D. Zawadzka, 2011 ) 
Close-up of the panel. Photo enhanced in DStretch (YRD colorspace). 
411 
41 2 
Northwest Arm Pictograph - CgHa-19 
General view of the site. The white rectangle indicates the location of the pictograph. 
(D. Zawadzka, 2011 ) 
413 
Northwest Arm Pictograph - CgHa-19 
Close-up of the pictograph. Photo enhanced in DStretch (YRD colorspace). 
-------------------------------------------------
414 
Doorstep Pictograph - CgHa-20 
General view of the site with panels 1 and 2. (D. Zawadzka, 2011 ) 
Close-up of panel 1. Photo enhanced in DStretch (CRGB matrix). 
415 
Low Rock Pictograph - CgHa-21 
General view of the site. The white rectangle indicates the location of the pictograph. 
(D. Zawadzka, 2011) 
Close-up of the pictograph. Photo enhanced in DStretch (LRE colorspace). 
416 
Granny Bay Pictograph - CgHa-22 
General view of Area 2. The whi te rectangle indicates the location of the pictographs 
in Area 2 (north of Area 1). (D. Zawadzka, 20 11 ) 
Close-up of the pictographs from Area 1 (photo taken by B. Buchan in 20 13) and 
Area 2. Photo of Area 2 was enhanced in DStretch (LRE colorspace). 
417 
Deer Island Pictograph - CgHa-23 
General view of the two areas with pictographs. Area 1 is around 80m south of Area 
2. (D. Zawadzka, 20 11 ) 
418 
Deer Island Pictograph - CgHa-23- Area 1 
General view of Area 1. The white rectangle indicates the location of the pictographs. 
(B. Buchan, 2013) 
Close-up of some of the pictographs in Area 1. (B. Bu chan, 20 13) 
419 
Deer Island Pictograph - CgHa-23 - Area 2 
General view of Area 2. (D . Zawadzka, 2011) 
Close-up of one of the surfaces with pictographs. Photo enhanced in DStretch (LRE 
co lorspace). 
420 
Turtleshell Pictograph - CgHa-25 
General view of the site. (B. Buchan, 201 3) 
Close-up of the pictograph. Photo enhanced in DStretch (CRGB matrix). 
421 
Trout CliffPictograph - CgHa-27 
General view of the site. (D. Zawadzka, 2011) 
Close-up of the pictographs. Photo enhanced in DStretch (YRD colorspace ). 
422 
Shoa1 Bay Pictograph - CgHa-28 
General view of the site. The black rectangle in the lower photograph indicates the 
location of the panel with the pictographs. (D. Zawadzka, 2011 ) 
423 
Shoal Bay Pictograph - CgHa-28 
Close-up of the pictographs. Photo enhanced in Photoshop CS4. (D. Zawadzka, 2011 ) 
424 
Racoon Bay 1 Pictograph - CgHa-29 
General view of the site. The black rectangle indicates the location of the pictographs. 
(D. Zawadzka, 2011) 
Close-up of the pictographs. Photo enhanced in DStretch (YRD colorspace). 
425 
Racoon Bay 2 Pictograph - CgHa-30 
General view of the site. The black rectangles indicate the location ofthe pictographs. 
(D. Zawadzka, 2011) 
General view of the site. (D. Zawadzka, 2011) 
426 
Racoon Bay 2 Pictograph - CgHa-30 
Panel 1. Photo enhanced in DStretch (YRD colorspace). 
Panel 2. Photo enhanced in DStretch (YRD col ors pace). 
427 
Racoon Bay Pictographs - CgHa-29 and CgHa-30 
General view of the location of CgHa-29 and CgHa-30. CgHa-29 is around 230m 
south ofCgHa-30. (D. Zawadzka, 20 11 ) 
Mathias - CgHa-38 
General view of the site. The white rectangle indicates the location of the 
pictographs. (D. Zawadzka, 20 Il) 
428 
429 
Mathias - CgHa-38 
Close-up of the pictographs. Photo enhanced in DStretch (YRD colorspace). 
430 
Obabika Inlet 3- CgHa-41 
General view of the site. The white rectangle indicates the location of the pictograph. 
(D. Zawadzka, 2011) 
Close-up of the pictograph. Photo enhanced in DStretch (YRD colorspace). 
Obabika Lake Pictograph - CgHb-1 
General view of the site. The arrow indicates the location of the site. 
(D. Zawadzka, 20 13) 
431 
432 
Obabika Lake Pictograph - CgHb-1 
Close-up of the panels enhanced in DStretch (LRE colorspace ). The paintings are 
very faded and hard to distinguish, especially in the sun on the light co loured 
surfaces. (D. Zawadzka, 201 3) 
433 
Obabika Lake Pictograph - Cgl-Ib-1 
Panel 2. Photo enhanced with DStretch (LRE colorspace). (D. Zawadzka, 2013) 
Conway and Conway' s (1989:43) tracing of the same panel. 
434 
Mystery Rock Pictograph - CgHb-3 
General view ofthe site with panels 2-7. Panel 1 is located a few meters to the left 
(north). (D. Zawadzka, 2013) 
435 
Mystery Rock Pictograph - CgHb-3 
Panels 1-7 (miss ing one pictograph from panel 2, a "bird track"). 
436 
Devil 's Ledge Pictograph - CgHb-4 - Area 1 
General view of the site. (D. Zawadzka, 20 13) 
Location of panels 1-3. (D . Zawadzka, 20 13) 
437 
Devil ' s Ledge Pictograph - CgHb-4 - Area 1 
Close-up of panel 1. Photo enhanced in DStretch (LRE co lorspace) . 
Close-up of panel 3. Photo enhanced in DStretch (LRE co lorspace) . 
438 
Devil ' s Ledge Pictograph - CgHb-4 - Area 1 
Close-up of panel 2. Photo enhanced in DStretch (YRD colorspace). 
439 
Devil ' s Ledge Pictograph - CgHb-4 - Area 2 
General view of Area 2 with panels 1-4 indicated. (D. Zawadzka, 20 13) 
Close-up of panel 1. Photo enhanced in DStretch (LRE colorspace). 
440 
Devil ' s Ledge Pictograph - CgHb-4 - Area 2 
Close-up of panels 2-3. Photos enhanced in DStretch (LRE colorspace). 
-------------------------------------------
441 
Devil ' s Ledge Pictograph - CgHb-4 - Area 2 
Close-up ofpanel4. Photo enhanced in DStretch (YRD colorspace). 
---------- ------ -·-
442 
Shining Rock Pictograph - CgHb-5 
General view of Areas 1 and 2. Area 1 is around 1 Oüm south of Area 2. 
Close-up of Area 1 with panels 1-3. (D. Zawadzka, 201 3) 
443 
Shining Rock Pictograph - CgHb-5 - Area 1 
Close-up of panel 1. Photo enhanced in DStretch (LRE colorspace ). 
Close-up of panel 3. Photo enhanced in DStretch (LRE colorspace ). 
444 
Shining Rock Pictograph - CgHb-5 - Area 1 
Circulru· mineral inclusion at Area 1. (D. Zawadzka, 2013) 
445 
Shining Rock Pictograph - CgHb-5 - Area 2 
General view of Area 2 with its 4 panels. (D. Zawadzka, 2013) 
446 
Shining Rock Pictograph - CgHb-5 - Area 2 
General view ofpanell-3. (D. Zawadzka, 2013) 
Close-up of panel 1. Photo enhanced in DStretch (LRE colorspace ). 
447 
Shining Rock Pictograph - CgHb-5 - Area 2 
Close-up of panel 2. The black rectangle indicates the location of the pictograph. 
(B. Buchan, 2013) 
Close-up of the pictograph. Photo enhanced in DStretch (LRE colorspace). 
448 
Shining Rock Pictograph - CgHb-5 - Area 2 
Close-up ofpanel3. (D. Zawadzka, 2013) 
Close-up of panel 3. Photo enhanced in DStretch (LRE col ors pace). 
449 
Shining Rock Pictograph - CgHb-5- Area 2 
Close-up of panel 3. lndividual pictographs are numbered from 1-8. Photo enhanced 
in DStretch (YRD colorspace). 
450 
Shining Rock Pictograph - CgHb-5- Area 2 
Close-up of panel 4. The black rectangle indicates the location of the pictograph. 
(B. Buchan, 2013) 
Close-up of the pictograph. Photo enhanced in DStretch (LRE colorspace). 
451 
Obabika Inlet 2 Pictograph - CgHb-6 
General view ofthe site with and without panels indicated. (D. Zawadzka, 2013) 
452 
Obabika Inlet 2 Pictograph - CgHb-6 
Panels 1-7. Photos enhanced in DStretch. 
453 
Obabika Inlet 2 Pictograph - CgHb-6 
Panels 8-11. Photos enhanced in DStretch. 
454 
Obabika Inlet 2 Pictograph - CgHb-6 
Panels 12-16. Photos enhanced in DStretch. 
455 
Obabika Inlet 2 Pictograph - CgHb-6 
Panels 17-22. Photos enhanced in DStretch. 
456 
North Rock Pictograph - CgHb-11 
General view of the site with panels 1-6 indicated. (D. Zawadzka, 2013) 
Genera view of panels 3-6. (D. Zawadzka, 2013) 
457 
North Rock Pictograph - CgHb-11 
Close-up view of the area around panel 1. (D. Zawadzka, 2013) 
458 
North Rock Pictograph - CgHb-11 
5 
Close-up of panels 1-6 ( except 2). 
459 
Lake 1895 Pictograph/ Yorston River- CgHd-1 
Close-up of panel 1. Photo enhanced in DStretch (YRE colorspace). (D. Ross, 20 12) 
460 
Anima-Nipissing Pictograph - ChGx-1 
General view ofthe site with Areas 1 and 2 indicated. (D. Zawadzka, 2012) 
General view of Area 1 . The location of the pictographs is indicated by the black 
rectangle. (D. Zawadzka, 2012) 
461 
Anima-Nipissing Pictograph - ChGx-1 - Area 1 
Panels 1-3, Are a 1. 
462 
Anima-N ipi ssing Pictograph - ChGx-1 - Area 2 
General view of Area 2. The panels are separated by 20m. (D. Zawadzka, 201 2) 
General view of panell. (D. Zawadzka, 201 2) 
463 
Anima-Nipissing Pictograph - ChGx-1 - Area 2 
Close-up of panel 1. Photo enhanced in DStretch (YRE colorspace). 
464 
Anima-Nipissing Pictograph - ChGx-1 - Area 2 
Close-up of panel 2. Photo enhanced in DStretch (YRD colorspace). 
Close-up of panel 2 pictographs. Photo enhanced in DStretch (LRE col ors pace and 
CRGB matrix) . 
465 
Shady Grove - ChGx-2 
General view of the site with panels 1-6 indicated. Note the large fissure between 
panels 1 and 2-6. (D. Zawadzka, 20 12) 
Close-up of panel 1. Photo enhanced in DStretch (YRD colorspace). (B. Buchan, 
20 13) 
466 
Shady Grove- ChGx-2 
Panels 1-6. (D. Zawadzka, 2012) 
467 
Shady Grove- ChGx-2 
Panel 2. (D. Zawadzka, 2012) 
468 
Shady Grave - ChGx-2 
Pictographs of panels 2-6. 
469 
Shady Grave - ChGx-2 
General view of the site. (D. Zawadzka, 201 2) 
------------------ ------
470 
Whitewater Portage - ChGx-3 
General view of the site. Note the uniformity of the forested shore and the uniqueness 
of the cliff. (D . Zawadzka, 20 12) 
General view ofthe site with panels 1-7 indicated. (D. Zawadzka, 2012) 
471 
Whitewater Portage - ChGx-3 
Panel 2. White rectangles indicate location of pictographs. 
Panels 3-5. 
472 
Whitewater Portage- ChGx-3 
Panels 1-2. Photos enhanced in DStretch. 
473 
Whitewater Portage - ChGx-3 
Panels 4-7. 
474 
Whitewater Portage - ChGx-3 
Panels 3-7. Photos enhanced in DStretch. 
475 
Greyrock - ChGx-4 
General view ofthe cliffwith panels 1-3 indicated . (D. Zawadzka, 2012) 
476 
Greyrock - ChGx-4 
Close-up view of panels 1-3. (D. Zawadzka, 2012) 
477 
Greyrock- ChGx-4 
View of panel 1. (D. Zawadzka, 2009) 
478 
Greyrock - ChGx-4 
A. Close-up of section of panel 1. Photo enhanced in DStretch (YRD colorspace) 
B. Close-up of section of panel l. Photo enhanced in DStretch (LRE colorspace). 
479 
Greyrock - ChGx-4 
C. Close-up of section of panel 1. Photo enhanced in DStretch (CRGB matrix). 
O. Close-up of section of panel 1. Photo enhanced in DStretch (CRGB matrix). 
480 
Greyrock - ChGx-4 
View of panel 1. Letters A-D refer to above photos. Photo enhanced with 
DStretch (LRE colorspace). 
---------·---·--
481 
Greyrock- ChGx-4 
Close-up ofpanel2. Photo enhanced with DStretch (LRE colorspace). 
Close-up of panel 3. Photo enhanced with DStretch (LRE colorspace) . 
--- ------------------
Windy Arm - ChGx-23 
General view of the site. The pictograph is located on the square rock face . 
(D. Zawadzka, 2012) 
Close-up of the pictograph. Photo enhanced with DStretch (LRE colorspace) . 
482 
Windy Arm - ChGx-23 
View of the massive cliff where the site is located (indicated by arrow). 
(D. Zawadzka, 20 12) 
483 
Crowrock Bay - ChGx-24 
General view of the cliff. The 4 areas of pictographs are located on the highest 
portions of the cliff. (D. Zawadzka, 201 2) 
484 
General view of the site with the 4 areas of pictographs indicated by white rectangles . 
485 
Crowrock Bay - ChGx-24- Area 1 
Area 1 with its 3 panels (from left to right). (D. Zawadzka, 2012) 
486 
Crowrock Bay - ChGx-24 - Areas 1 and 2 
2 
3 
1 
Area 1. Pictographs on panels 1-3. Photos enhanced in DStretch. 
Area 2. Pictograph on panel 1. Photo enhanced in DStretch (LRE colorspace). 
487 
Crowrock Bay - ChGx-24 - Areas 2 and 3 
General view of Areas 2 and 3. (D . Zawadzka, 2012) 
488 
Crowrock Bay - ChGx-24 - Area 3 
Close-up of Area 3 with panels 1-3. The arrows point to individual pictographs. 
489 
Crowrock Bay - ChGx-24 - Area 3 
2 
1 
Area 3. Panels 1-3 . Photos enhanced in DStretch. 
490 
Crowrock Bay- ChGx-24- Area 4 
View of Area 4 with its 4 panels. (D. Zawadzka, 20 12) 
491 
Crowrock Bay - ChGx-24 - Area 4 
4 
2 
Area 4. Panels 1-4. Photos enhanced in DStretch. 
492 
Crowrock Bay - ChGx-24 
Face-like formation in the rock cliff. (D. Zawadzka, 2012) 
493 
Crowrock Bay - ChGx-24 
Face-like formations in the rock cliff. (B . Buchan, 2013) 
494 
Diamond Lake - ChHb-1 
General view ofthe white cliff at Diamond Lake. (D. Zawadzka, 2009) 
General view of the site with panels 1-8 indicated . (B. Buchan, 2011) 
495 
Diamond Lake - ChHb-1 
Panel 1. Photo enhanced in DStretch (LRE colorspace). (B. Buchan, 2013) 
Portion ofpanel2. Photo enhanced in DStretch (LRE colorspace). (B. Buchan, 2013) 
496 
Diamond Lake - ChHb-1 
Panel 3. Photo enhanced in DStretch (YRD colorspace) . (B. Buchan, 20 13) 
Panel 4. Photo enhanced in DStretch (LRE colorspace) . (B. Buchan, 2013) 
497 
Diamond Lake - ChHb-1 
Panel 4. The "bear" is clearly seen with a long curved tai! in DStretch. This indicates 
repainting (of the body) and the various animal identities of this pictograph. 
(D. Zawadzka, 2009) 
Portion of panel 5. Photo enhanced in DStretch (YRD colorspace) . 
(D. Zawadzka, 2009) 
Diamond Lake - ChHb-1 
Panel 6. Photo enhanced in DStretch (CRGB matrix) . (D. Zawadzka, 2009) 
Portion of panel 7. Photo enl1anced in DStretch (YRD colorspace). 
(D. Zawadzka, 2009) 
498 
Diamond Lake - ChHb-1 
Portion of panel 7. Photo enhanced in DStretch (YRD colorspace). 
(D. Zawadzka, 2009) 
Panel 8. Photo enhanced in DStretch (LRE colorspace). (B. Buchan, 2013) 
499 
500 
Helen Falls 1 - ChHb-
General view of the site. The red square indicates the location of the pictograph. 
(B. Buchan, 2014) 
Close-up of pictograph. (B. Bu chan, 20 14) 
-----------------------------------------·------------------------------------------------
501 
Helen Falls 2 - ChHb-
General view of the site. The black arrow indicates the location of the pictograph. 
(B. Buchan, 2014) 
Close-up of pictograph. Photo enhanced in DStretch (LRE colorspace). (B. Buchan, 
2014) 
502 
Chris Willis Lake 1 - ChHb-
General view of the site. Black Square and white arrow indicate the location of the 
pictographs. (B. Buchan, 2014) 
Close-up of pictograph. Photo enhanced in DStretch (CRGB matrix). 
(B. Buchan, 2014) 
503 
Chris Willis Lake 2 - ChHb-
General view of the site. The black arrows point to panels 1 and 2. (B. Buchan, 2014) 
Panel 1. Photo enhanced in DStretch (CRGB matrix). (B. Buchan, 2014) 
-- -- ---------------
504 
Chris Willis Lake 2 - ChHb-
Panel 2. Close-up ofthe pictographs. Photo enhanced in DStretch (CRGB matrix) . 
(B. Buchan, 2014) 
General view of the two sites on Chris Willis Lake. Site 1 is around 175m south of 
site 2. (B. Buchan, 2014) 
505 
Thunderbird Rock Pictograph - CiHb-2 
General view of the split boulders. (B. Bu chan, 2013) 
Close-up view of the area with pictograph. (B. Buchan, 20 13) 
Thunderbird Rock Pictograph- CiHb-2 
Close-up of the pictograph. Photo enhanced in DStretch (YRD colorspace) . 
(B. Buchan, 2013) 
506 
507 
Sucker Gut - CiHb-
General view of the site with panels 1 and 2 indicated. (B. Buchan, 2013) 
508 
Sucker Gut - CiHb-
Panel 1. Photo enhanced in DStretch (LAB colorspace). (B. Buchan, 2013) 
Panel2. (B. Buchan, 2013) 
509 
Sucker Out - CiHb-
Panels 1-2. Photos enhanced in DStretch . 
510 
Makobe Lake - CiHc-
General view of the site. The arrow indicates the location of the panel. (B. Buchan, 
2014) 
Close-up of the two pictographs. Photo enhanced in DStretch (YRD colorspace). 
(B. Bu chan, 2014) 
511 
Wapus Creek Pictograph - CjHf-
General location of the site. Note the waterfall on the left. The pictographs are on the 
higher cliff behind the small one in the first plan. (B. Buchan, 20 13) 
512 
Wapus Creek Pictograph - CjHf-
View from the top ofthe falls at the area in front ofthe cliff(left) with pictographs. 
(B. Buchan, 2013) 
513 
Wapus Creek Pictograph - CjHf-
View ofthe site with panels 1-4 indicated. (B. Buchan, 2013) 
514 
Wapus Creek Pictograph- CjHf-
Panels 1-3. Photos enhanced in DStretch (LRE and YRD colorspace). 
515 
Wapus Creek Pictograph - CjHf-
Panel4. 
516 
Wapus Creek Pictograph - CjHf-
Panel 4. Photo enhanced in DStretch (LRE colorspace). 
517 
Wapus Creek Pictograph - CjHf-
Details of panel 4. Photos enhanced in DStretch (LRE colorspace). 
Longpoint Lake Pictograph - CkHd-1 
General view of the site with Areas 1 and 2. Area 1 is 1 Oüm north of Area 2. 
(0. Zawadzka, 20 12) 
518 
519 
Longpoint Lake Pictograph - CkHd-1 - Area 1 
View of Area 1 with its 3 panels. (D. Zawadzka, 2012) 
Panels 2 and 3. Photo enhanced in DStretch (YRD colorspace). 
520 
Longpoint Lake Pictograph - CkHd-1 - Area 1 
Fragments of panel 2. Photo enhanced in DStretch (YRD colorspace) . 
Longpoint Lake Pictograph - CkHd-1 - Area 1 
Fragment of panel 2. Note the repainting of the pictographs. Photo enhanced in 
DStretch (LRE colorspace). 
521 
522 
Longpoint Lake Pictograph - CkHd-1 - Area 1 
Panel 1. Photo enhanced in DStretch (YRD colorspace). 
Panel 3. Photo enhanced in DStretch (LRE colorspace). 
523 
Longpoint Lake Pictograph - CkHd-1 - Area 2 
View of Area 2, panel 1 (in white rectangle). (D . Zawadzka, 20 12) 
Panel 1. Photo enhanced in DStretch (LRE colorspace). 
524 
Matachewan Lake Pictograph 1 - DaHe-4 
View of the site with panels 1-4 indicated. (B. Buchan, 2013 , 2014) 
525 
Matachewan Lake Pictograph 1 - DaHe-4 
Close-up of panel 1. Photos enhanced in DStretch (YRD colorspace). 
526 
Matachewan Lake Pictograph 1 - DaHe-4 
Panel 1. Photos enhanced in DStretch (LRE colorspace). (B. Buchan, 2013) 
527 
Matachewan Lake Pictograph 1 - DaHe-4 
Portion of panel 3. Note the large crack and the red rock on the left. (B. Buchan, 
2014) 
Panel 4. The location of the pictographs is indicated by the black square. Ledges, 
above and to the left of the pictographs, offer a place to sit. (B. Buchan, 2014) 
528 
Matachewan Lake Pictograph 1 - DaHe-4 
Panels 2-4. Photos enhanced in DStretch (LRE colorspace). (B. Buchan, 2013) 
529 
Matachewan Lake Pictograph 2 - DaHe-
General view of the site. (B. Buchan, 2013) 
Panel 1. Photo enhanced in DStretch (LRE colorspace). (B. Buchan, 2013) 
530 
Matachewan Lake Pictograph 2 - DaHe-
Panels 2-4. Photo enhanced in DStretch (YRD colorspace). (B. Buchan, 2013) 
53 1 
Matagamasi Lake Pictograph - CeHd-1 
General view of the site with panels 1-3. (B. Buchan, 201 3) 
532 
Matagamasi Lake Pictograph - CeHd-1 
General view of the site with panels 2-5. (B. Buchan, 20 13) 
Panel 1. Photo enhanced in DStretch (LRE colorspace) . (B. Buchan, 20 13) 
533 
Matagamasi Lake Pictograph - CeHd-1 
General view of Panel 2. (B. Buchan, 2014) 
Pot1ion ofPane12. Photo enhanced in DStretch (YRD colorspace). (B. Buchan, 2013) 
534 
Matagamasi Lake Pictograph - CeHd-1 
Panel 2. Numbers indicate the location of individual motifs (1 2) . (B. Buchan, 2014) 
Panel 3. Photo enhanced in DStretch (YRD colorspace). (B. Buchan, 201 3) 
535 
Matagamasi Lake Pictograph - CeHd-1 
Pane14. Note the mineral inclusion to the right ofthe pictographs. (B . Buchan, 2014) 
Portion ofpanel4. (B. Buchan, 2014) 
536 
Matagamasi Lake Pictograph - CeHd-1 
General view of Panel 5. (B. Buchan, 2014) 
537 
Matagamasi Lake Pictograph - CeHd- 1 
Panel4-5 . Photos enhanced in DStretch (LRE co lorspace). (B. Buchan, 2013) 
Standing Rock between panels 3 and 4. (B. Buchan, 2014) 
538 
Matagamasi Lake Pictograph 2 - CeHd-
General view of the site. (B. Buchan, 2013) 
Panel 1. Photo enhanced in DStretch (LAB colorspace). (B. Buchan, 2013) 
539 
Chiniguchi Lake Pictograph - CfHe-
General view of the site with panels 1 to 3 indicated. (B. Buchan, 2013) 
540 
Chiniguchi Lake Pictograph - CfHe-
Panels 1-3. Photo enhanced in DStretch (CRGB matrix). (B. Buchan, 2013) 
541 
Chiniguchi Lake Pictograph - CfHe-
Panel 1. The numbers indicate individual discernible pictographs. Photos enhanced in 
DStretch. (B. Buchan, 20 13) 
542 
Chiniguchi Lake Pictograph - CfHe-
Panel 2. Photo enhanced in DStretch (CRGB matri x) . (B. Buchan, 201 3) 
543 
Chiniguchi Lake Pictograph - CfHe-
Panel 3. Photos enhanced in DStretch (LRE colorspace). (B. Buchan, 2013) 
544 
Stouffer Lake Pictograph - CgHe-
General view of the site with panels 1 and 2 indicated . (B. Buchan, 2013) 
Stouffer Lake Pictograph- CgHe-
Panel 1. Discernible pictographs shown. Photos enhanced in DStretch. 
(B. Buchan, 2013) 
545 
546 
Stouffer Lake Pictograph - CgHe-
Panel2. Photos enhanced in DStretch. (B . Buchan, 2013) 
547 
Ferris Lake Pictograph - CkHg-1 
General view of the site. (B. Buchan, 20 13) 
------------- - -- --- ------- - -- ------· ---- - ---
Ferris Lake Pictograph - CkHg-1 - Area 1 
Area 1, panel 1. This area is 243m north of Areas 2 and 3. Photo enhanced in 
DStretch (LAB colorspace). (B. Buchan, 2013) 
548 
Area 1, panell. Photo enhanced in DStretch (LRE colorspace). (B. Buchan, 2013) 
549 
Ferris Lake Pictograph - CkHg-1 - Areas 2-3 
Close-up of panels in Areas 2 and 3. (B. Buchan, 20 13) 
------------
550 
Ferris Lake Pictograph - CkHg-1 - Areas 2-3 
Areas 2 and 3 with their associated panels (e.g. 2: 1 means Area 2, panel 1) . 
Photos enhanced in DStretch. (B. Buchan, 201 3) 
--- ~-------
551 
Wakimika Lake Petroglyphs - CgHc-
General view of the area where the petroglyphs are located. (D. Zawadzka, 201 3) 
Wakimika Lake Petroglyphs - CgHc-
General view of the site. The orange tape indicates the locati on of individual 
petroglyphs. (D. Zawadzka, 20 13) 
552 
553 
Wakimika Lake Petroglyphs - CgHc-
1. A bird-like form (?)and 2. A moose. (D. Zawadzka, 20 13) 
554 
Wakimika Lake Petroglyphs- CgHc-
3. A quadruped (?)and 4. A dog (?) (curved tai!) . (D. Zawadzka, 2013) 
555 
Wakimika Lake Petroglyphs - CgHc-
5. A loon flying/ diving (?)and 6. A quadruped (?). (D. Zawadzka, 20 13) 
556 
Wakimika Lake Petroglyphs - CgHc-
7. A quadruped , a bear (?)and 8. A bird-like creature. (D. Zawadzka, 2013) 
Wakimika Lake Petroglyphs - CgHc-
Area with 7 petroglyphs (2-8) (moose, bird-like forms, dog, quadrupeds) . 
(D. Zawadzka, 2013) 
557 
558 
Wakimika Lake Petroglyphs - CgHc-
9. An anthropomorph with a penis and raised arms and 1 O. A bird-like (?) form or 
anthropomorph with peni s(?). 
(D. Zawadzka, 2013) 
Wakimika Lake Petroglyphs- CgHc-
11 and 12. Both figures are unidentified and overgrown by lichens. Leg-like 
appendages can be di scerned in both cases. (D. Zawadzka, 20 13) 
559 
Wakimika Lake Petroglyphs - CgHc-
13. A quadruped (?) with its back pecked and 14. Unidentifi ed fi gure with 
appendages emerging from the side and the bottom. (D. Zawadzka, 2013) 
560 
Wakimika Lake Petroglyphs - CgHc-
15. A moose (its back and back legs) and 16. A quadruped with curved tai!. 
(D. Zawadzka, 2013) 
561 
562 
Wakimika Lake Petroglyphs- CgHc-
Area with petroglyphs 10-12 and 14. Note the graffiti on the site. The arrow points to 
the letter "M." (D. Zawadzka, 2013) 
563 
Wakimika Lake Petroglyphs- CgHc-
Area with petroglyphs 13, 15 and 16. (D. Zawadzka, 20 13) 
APPENDIX D 
MOTIF TYPO LOG Y AND CATALOGUE 
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Motif typology 
Anthropomorph 
1. Type 1 : upright, arms down 
2. Type 1: upright, am1s up 
3. Type 1: upside down 
4. Type 2 : upright, arms down 
5. Type 2: upright, arms up 
6. Unique 
Hand 
1. Painted 
Zoomorph 
1. Bird : Anatidae (duck) 
2. Bird : Crane/ Heron 
3. Bird: Indeterminate 
4. Mammal: Beaver 
5. Mammal: Canid 
6 . Mammal: Cervid 
7. Mammal: Mustelid 
8. Mammal: Ursid 
9. Mammal: Horse 
1 0. Mammal: Indeterminate 
Mythological Being 
1. Thunderbird 
2. Horned Serpent 
Material Culture 
1. Canoe: Upright 
2. Canoe: Upside down 
3. Structure 
Geometri e Motifs Simple (GMS) 
1. Line: Straight Vertical 
2. Line: Oblique (ori entation ne-sw) 
3. L ine : Oblique (ori entation nw-se) 
4. Line: Curved 
5. Line : Horizontal 
6. Line: Zigzag 
7. "Checkmark" 
8. Circle: Hollow 
9. Circle : Solid 
1 O. Cross 
11 . Tally marks: Straight Vertical 
12. Tally marks: Oblique (orientation ne-sw) 
13. Tally marks: Oblique (ori entation nw-se) 
14. Tally marks: Horizontal 
15 . Triangle with inner line 
16. Inverted "y" 
17. Inve1ted "u" 
18. Hori zontal line with upward projecti ons 
19. Hori zontalline w ith downward projections 
20. "Bird track" 
21 . Daub of paint, point 
22 . Unique 
Geometrie Motifs Complex (GMC) 
1. Anima-Nipissing Geometri e 1 
2. Anima-Nipissing Geometri e 2 
3. Raccoon Point Geometrie 
4. Yorston Ri ver Geometrie 1 
5. Yorston River Geometrie 2 
6. Sueker Gut Geometri e 
7. Stouffer Lake Geometrie 
Oehre Wash (OC) 
1 . Oclrre wash 
Indeterminate (I) 
1. Indeterminate 
566 
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Examples of motif typology 
Antlu·opomorph. 1. Type 1: upright, arms down 
568 
Anthropomorph. Types 2-5. 
2. Type 1: upri ght, arms up 
3. Type 1: upside down 
4. Type 2: upright, arms dow n 
5. Type 2: upright, arms up 
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Anthropomorph. 6. Unique 
a) Stouffer Lake; b) Fenis Lake 
Anthropomorph . 6. Unique 
Matagamasi Lake 
571 
572 
Zoomorph. 
Type 1. Bird : Anatidae (duck); Type 2. Bird : Crane/ Heron; Type 3. Bird : 
Indeterminate; Type 4. Mammal: Beaver 
bi) 
0 
"
'0 
574 
Zoomorph. 
Type 6. Manunal: Cervid. a) and b) male moose, c) female (?) moose 
Zoomorph. 
Type 7. Mammal: Mustelid 
• 
, .. 
• . , 
d 
.. 
a) Diamond Lake; b) Ferris Lake; c) Gra1my Island; d) Longpoint Lake 
575 
576 
Zoomorph . 
Type 8. Mammal: Ursid; Type 9. Mammal: Horse; Type 10. Mammal: Indeterminate 
577 
Mythological Being. 
1. Thunderbird ; 2. Horned Snake 
578 
Material Culture: 1: Canoe: Upright. 
a) , d) and e), Lake Anima Nipissing; b) and c), Diamond Lake; f) :Lake Temagami 
579 
Materi al Culture: 2: Canoe: Upside down. 
a) Longpoint Lake; b) Mystery Rock (Obabika Lake) 
580 
Material Culture: 3: Structure (Ferr is Lake) 
Geometrie Motifs Simple (GMS): 1: Line: Straight Vertical. a) 
Geometrie Motifs Simple (GMS): 2: Line: Oblique (orientation ne-sw). b) 
Geometrie Motifs Simple (GMS): 3: Line: Oblique (orientation nw-se) . c) 
Geometrie Motifs Simple (GMS): 4: Line: Curved. d) 
Geometrie Motifs Simple (GMS): 5: Line: Horizontal. e) 
581 
582 
. .. 
d 
Geometrie Motifs Simple (GMS) : 6: Line: Zigzag 
a) Wapus Creek; b) Deer Is land (Temagami Lake); c) and d) Ferri s Lake. 
583 
Geometrie Motifs Simple (GMS): 7: "Cheekmark." a) Ferris Lake; b) Obabika Inlet 3 
(Temagami Lake); e) and d) Diamond Lake. 
Geometrie Motifs Simple (GMS): 8: Circle: Hollow. e) Obabika Lake Pictograph . 
Geometrie Motifs Simple (GMS): 9: Circle: Solid. f) Diamond Lake. 
-- ---- --------------
584 
Geometrie Motifs Simple (GMS): 10: Cross. 
a) Matachewan Lake 1; b) and c) Longpoint Lake ; d) Deer Island (Lake Temagami). 
Geometrie Motifs Simple (GMS): Tally marks 
Straight Vertical: 11: a), b) ande) Lake Anima Nipissing sites 
Oblique (orientation ne-sw): 12: c) Windy Arm (Lake Anima Nipissing) 
Oblique (orientation nw-se): 13: a) Crowrock Bay (Lake Anima Nipissing) 
Horizontal: 14: d) Lake Temagami Pictograph 
585 
586 
Geometri e Moti fs Simple (GMS) : 15: Tri angle with inner line 
a) and b) Greyrock (Lake Anima Nipissing) ; c) Doorstep (Temagami Lake) ; d) 
Mathi as (Temagami Lake) ; e) Chiniguchi Lake 
e 
Geometrie Motifs Simple (GMS) : 16: Inverted "y." 
a) Portage Bay 1 (Temagami Lake); b) Ferri s Lake; c) Chiniguchi Lake 
Geometrie Motifs Simple (GMS) : 17: Inverted "u." 
587 
d) Shady Grove (Lake Anima Nipissing) ; e) Shining Rock (Obabika Lake) ; f) 
Lake 1895/ Yorston Ri ver 
588 
Geometrie Motifs Simple (GMS) : 18: Horizontalline with upward projections. a) and 
b) Matachewan Lake 1; c) Po1tage Bay 2 (Temagami Lake) 
Geometrie Motifs Simple (GMS): 19: Horizontal line with downward projecti ons. d) 
Wapus Creek; e) Matagamasi Lake 2; f) Whitewater P01t age (Lake Anima 
Nipissing) . 
589 
Geometri e Motifs Simple (OMS) : 20: "Bird track" 
a) Matachewan Lake 1; b) Ferris Lake; c) Low Rock (Temagami Lake) ; d) 
Diamond Lake; e) Sealrock Point (Temagami Lake). 
590 
Geometrie Motifs Simple (GMS): 22 : Unique 
a) Ferri s Lake; b) Diamond Lake; c) Wasaksina Lake; d) Matachewan Lake 1; 
e) Mathi as (Temagami Lake); f) Devil ' s Ledge (Obabika Lake) 
Geometrie Motifs Complex (GMC) 
a) 1. Anima-Nipissing Geometrie 1 
b) 2. Anima-Nipissing Geometrie 2 
e) 3. Raeeoon Point Geometrie 
d) 4. Yorston River Geometri e 1 
e) 5. Yorston River Geometrie 2 
591 
a 
b 
Geometrie Motifs Complex (GMC) 
a) 6. Sueker Out Geometrie 
b) 7. Stouffe r Lake Geometrie 
592 
593 
Motif Catalogue 
Lake Temagami 
SITE LAKE/ RIVER AREA PANE IMAGE TYPE QUANTITY DIRECTION FACING 
CeHa-1 La ke Te magami 1 GMS:ll-3 1 lake 
1 GMS:ll-4 1 lake 
1 GMS:20 1 lake 
1 GMS:21 11ake 
2 GMS:22 11ake 
-
motif total 5 
-
CfHa-3 La ke Temaga mi 1 GMS:12-2 11ake 
1 GMS:22 1 lake 
-
motif total 2 
-
CfHa-5 La ke Temagami 1 GMS:1 1 lake 
1 GMS:13-3 11ake 
1 GMS:21 11ake 
2 GMS:12-2 1 lake 
2 GMS:13-2 1 lake 
3 GMS:12-2 2 la ke 
3 GMS:3 3 lake 
-
motif total 10 
-
Cfha-6 La ke Te magami 1 1 GMS:1 1 sout h, onto bay 
1 1 GMS:3 1 south, onto bay 
1 2 GMS:22 1 south, onto bay 
1 3 GMS:11-3 1 south, onto bay 
1 4 GMS:13-7 1 south, onto bay 
1 4 GMS:2 1 south, onto bay 
1 5 GMS:22 1 south, onto bay 
1 6 GMS:14-4 1 south, onto bay 
8 
2 1 GMS:22 2 lake 
2 1 MB:1 1 1ake 
3 
~ 
motif tota l 11 
~ 
CfHa-7 Lake Temagami 1 GMS:16 1 lake 
-
motif total 1 
-
CfHa-8 Lake Temagami 1 GMS:1 1 south, onto bay 
1 GMS:11-5 1 south, onto bay 
1 GMS:18 1 south, onto bay 
1 GMS:3 1 south, onto bay 
1 GMS:S 1 south, onto bay 
1-
motif total 5 
594 
SITE LAKE/ RIVER ARE il PANEl IMAGE TYPE QUANTITY DIRECTION FACING 
Cg Ha- Lake Temagami 1 GMS:22 1 lake 
1~ 
motif total 1 
1~ 
CgHa-8 La ke Temagami 1 A:1 1 lake 
1-
motif total 1 ,_ 
CgHa-9 Lake Temagami 1 GMS:22 1 
1-
motif total 1 
1~ 
CgHa-10 Lake Temagami 1 GMS:3 2 lake 
1 GMS:12-2 1 lake 
1 GMS:13-2 11ake 
1 GMS:20 1 lake 
1 GMS:21 1 lake 
1 GM S:22 1 lake ,_ 
motif total 7 
1~ taces south, only seen 
CgHa-19 Lake Temagami 1 MC:1 1 when going north 
1-
motif total 1 
1~ 
CgHa-20 La ke Temagam i 1 GMS:15 1 narrow channel 
1 GMS:13-2 1 narrow channel 
1 A:1 1 narrow channel 
2 GM S:20 1 narrow channel 
1-
motif total 4 ,_ 
CgHa-21 Lake Temagami 1 GM S:20 1 lake 
1-
motif total 1 
1~ 
CgHa-22 Lake Temagami 1 1 GMS:12-3 1 lake 
1 
2 1 GMS:1 1 lake 
2 1 GMS:4 1 lake 
2 1 Z:7 1 lake 
3 
,-
motif total 4 ,_ 
CgHa-23 Lake Temagami 1 1 GMS:10 4 lake 
1 1 GMS:ll-2 1 lake 
1 1 GMS:2 2 lake 
1 1 GM S:4 1 lake 
1 1 GM S:11-2 2 lake 
1 2 oc 1 lake 
1 2 GMS:21 5 lake 
16 
2 1 GMS:10 1 lake 
2 1 GM S:6 1 lake 
595 
SITE LAKE/ RIVER AREA PANE IMAGE TYPE QUANTITY DIRECTION FACING 
CgHa-23 2 1 GMS:4 1 lake 
2 1 GMS:1 10 lake 
2 11 2 lake 
2 11 ? lake 
15 
-
motif total 31 
-
CgHa-25 Lake Temagami 1 GMS:ll-2 1 land 
-
motif total 1 
-
CgHa-27 Lake Temagami 1 GMS:1 2 faces north 
1 GMS:21 3 faces north 
1 GMS:22 1 faces north 
1 GMS:4 1 faces north 
-
motif total 7 
-
CgHa-28 Lake Temagami 1 GMS:1 11ake 
1 GMS:2 11ake 
1 GMS:3 11ake 
11 1 lake 
1 GMS:11-2 1 lake 
1 GMS:1 1 lake 
~ 
motiftotal 6 
-
CgHa-29 Lake Temagami 1 GMC:3 1 lake 
1 GMS:22 1 lake 
-
motif total 2 
CgHa-30 Lake Temagami 1 GMS:18 1 lake 
2 A:1 11ake 
motif total 2 
1-
CgHa-38 Lake Temagami 1 GMS:12-2 11ake 
1 GMS:12-5 1 lake 
1 GMS:15 1 lake 
1 GMS:2 1 lake 
1 GMS:22 1 lake 
1 GMS:S 1 lake 
1 GMS:7 1 lake 
motif total 7 
CgHa-41 Lake Temagami 1 GMS:7 11ake 
motiftotal 1 
SITE LAKE/ RIVER 
CgHb-6 Obabika lnlet 
23 sites with Borden numbers 
26 sites for ana lysis 
ARE .cl PANEL IMAGE TYPE 
1 GMS:13-2 
1 GMS:2 
2 GMS:21 
2 GMS:3 
3 GMS:21 
3 GMS:2 
3 GMS:3 
4 GMS:22 
4 GMS:21 
5 GMS:21 
61 
7 GMS:11-4 
7 oc 
8 GMS:21 
8 A:1 
9 Z:7 
10 1 
11 oc 
12 GMS:13-10 
12 oc 
13 GMS:22 
131 
13 GMS:ll-2 
14 GMS:2 
14 GMS:12-4 
14 GMS:21 
15 1 
16 oc 
17 GMS:11-5 
18 1 
19 GMS:22 
19 1 
20 GMS:1 
21 1 
22 GMS:3 
23 GMS:21 
motif t otal 
OVERALL TOTAL 
596 
QUANTITY DIRECTION FACING 
1 narrow channel 
1 narrow channel 
2 narrow channel 
1 narrow channel 
1 narrow channel 
3 narrow channel 
1 narrow channel 
1 narrow channel 
2 narrow channel 
1 narrow channel 
2 on overhang 
1 narrow channel 
1 narrow channel 
1 narrow channel 
1 narrow channel 
1 narrow channel 
1 narrow channel 
1 on overhang 
1 narrow channel 
1 narrow channel 
1 narrow channel 
1 narrow channel 
1 narrow channel 
2 narrow channel 
1 narrow channel 
2 narrow channel 
1 narrow channel 
1 narrow channel 
1 on overhang 
1 on overhang 
1 on overhang 
1 on overhang 
1 on overhang 
1 on overhang 
1 narrow channel 
1 narrow channel 
1--
43 
154 
597 
Obabika Lake 
SITE LAKE/ RIVER ARE/1 PANE IMAGE TYPE QUANTITY DIRECTION FACING 
CgHb-1 Obabika Lake 1 GMS:2 1 on overhang 
2 GMS:11-5 1 lake 
2 GMS:22 1 lake 
2 GMS:22 1 Jake 
2 GMS:8 1 lake 
2 MC:1 1 lake 
2 1 ? Jake 
3 1 1 lake 
1~ 
motiftotal 7 
1-
CgHb-3 Obabika Lake 1 MC:2 1 Jake 
2 GMS:20 1 lake 
2 GMS:22 1 lake 
2 1 2 lake 
3 GMS:11-2 1 lake 
4 GMS:ll-3 1 lake 
4 GMS:14-5 1 lake 
5 GMS:2 1 lake 
6 GMS:S 1 lake 
7 GMS:ll-3 1 lake 
7 GMS:20 1 lake 
7 GMS:S 1 lake 
,-
motif total 13 
'~ 
CgHb-4 Obabika Lake 1 1 1 1 ledge a rea 
1 2 A:6 1 on overhang 
1 2 GMS:1 1 on overhang 
1 2 GMS:21 3 on overhang 
1 2 GMS:22 2 on overhang 
1 3 GMS:22 1 lake 
9 
2 1 GMS:3 1 lake 
2 2 GMS:12-2 1 lake 
2 3 GMS:21 1 lake 
2 4 GMS:11-2 1 lake 
2 4 GMS:21 1 lake 
5 
--
motif total 14 
-
CgHb-5 Obabika Lake 1 1 GMS:21 1 on overhang 
1 2 GMS:21 1 lake 
598 
SITE LAKE/ RIVER AREt PANE IMAGE TYPE QUANTITY DIRECTION FACING 
CgHb-5 1 3 GMS:1 2 lake 
1 3 GMS:ll-4 1 lake 
1 3 GMS:2 1 lake 
1 3 GMS:21 3 lake 
1 3 1 ? lake 
1 3 oc 1 lake 
10 
2 1 GMS:1 5 lake 
2 1 GMS:17 1 lake 
2 1 GMS:21 1 lake 
2 11 ? lake 
2 2 GMS:4 1 north 
2 3 GMS:1 1 lake 
2 3 GMS:16 11ake 
2 3 GMS:20 11ake 
2 3 GMS:22 2 lake 
2 3 GMS:3 1 lake 
2 3 M C:1 2 lake 
2 4 GMS:11-2 1 lake 
17 
1-
motif total 27 
1-
CgHb-11 Obabika Lake 1 GMS:22 1 
2 GMS:2 1 
3 GMS:2 1 
4 GMS:1 1 
5 GMS:14-3 1 
6 GMS:3 1 
6 GMS:S 1 
motif total 7 
5 sites with Borden numbers OVERALL TOTAL 68 
7 sites for analysis 
599 
Anima Nipissing Lake 
SITE LAKE/ RIVER AREt PANE IMAGE TYPE QUANTITY DIRECTION FACING 
ChGx-1 Anima Nipissing 1 1 GMS:3 2 lake 
1 1 GMS:1 3 lake 
1 1 GMS:4 11ake 
1 1 MC:1 2 lake 
1 1 A:S 1 lake 
1 1 GMS:7 1 lake 
1 1 GMS:21 1 lake 
1 1 GMS:ll-2 1 lake 
1 1 A:S 11ake 
1 2 GMS:ll-4 1 lake 
1 3 MB:1 1 lake 
15 
2 1 MC:1 1 lake 
2 2 MC:1 2 lake 
2 2 GMS:1 2 lake 
5 
-
motiftotal 20 
-
ChGx-2 Anima Nipissing 1 GMS:13-2 11ake 
2 GMS:11-3 1 narrows 
2 GMS:11-2 3 narrows 
2 GMS:12-2 1 narrows 
3 GMS:13-4 11ake 
41 11ake 
S I 1 narrows 
6 GMS:17 11ake 
~ 
motif total 10 
~ 
ChGx-3 Anima Nipissing 1 GMS:1 1 lake 
2 GMS:ll-20 1 lake 
2 GMS:3 2 lake 
2 GMC:2 1 lake 
2 GMS:20 2 lake 
21 1 lake 
2 GMS:2 11ake 
3 GMS:1 11ake 
3 GMS:19 1 lake 
41 3 lake 
5 GMS:16 1 lake 
5 GMS:1 1 lake 
600 
SITE LAKE/ RIVER ARE' PANE IMAGE TYPE QUANTin DIRECTION FACING 
ChGx-3 5 GMS:4 1 lake 
6 GMS:ll-3 1 lake 
7 GMS:7 1 located on overhang 
1-
motif total 19 
1- lake; can't be seen f rom 
north because of 
ChGx-4 Anima Nipissing 1 GMS:13-2 1 projecting rock 
1 GMC:1 1 ibid 
1 GMS:22 1 ibid 
1 GMS:ll-11+ 1 ibid 
11 1 ibid 
1 GMS:11-10 1 ibid 
1 GMS:2 1 ibid 
1 GMS:ll-4 1 ibid 
1 GMS:1 1 ibid 
1 GMS:15 1 ibid 
1 GMS:12-3 1 ibid 
1 GMS:1 1 ibid 
1 GMS:15 1 ibid 
1 GMS:3 1 ibid 
1 GMS:1 1 ibid 
1 GMS:12-3 1 ibid 
1 GMS:18 1 ibid 
1 GMS:13-2 1 ibid 
1 Z:7 1 ibid 
2 GMS:7 1 lake 
3 GMS:22 1 lake 
3 GMS:ll-2 1 lake 
1-
motif total 22 
1-
lake; can't be seen 
when going east 
ChGx-23 Anima Nipissing 1 GMS:12-4 1 through the narrows 
1-
motif total 1 
1-
ChGx-24 Anima Nipissing 1 1 GMS:ll-4 1 lake 
1 1 GMS:13-5 1 lake 
1 1 GMS:2 1 lake 
1 2 GMS:1 1 lake 
1 2 GMS:13-2 1 lake 
1 3 GMS:1 1 lake 
6 
601 
SITE LAKE/ RIVER ARE .A PANE IMAGE TYPE QUANTin DIRECTION FACING 
ChGx-24 2 1 GMS:3 1 faces-north east 
1 
3 1 H:1 1 faces-north east 
3 1 GMS:2 1 faces-north east 
3 2 A:3 1 lake 
3 3 GMS:22 1 lake 
4 
4 1 GMS:14-3 1 faces-north east 
4 1 GMS:ll-3 1 faces-north east 
4 2 GMS:12-3 11ake 
4 2 GMS:ll-3 1 lake 
4 31 1 lake 
4 3 oc 1 lake 
4 41 1 lake 
7 
-
motif total 18 
6 sites with Borden numbers 
1 
OVERALL TOTAL 90 
7 sites for analysis 
602 
Sites on other Jakes/ rivers in n'Daki Menan 
SITE LAKE/ RIVER AREt PANE IMAGE TYPE QUANTITY DIRECTION FACING 
CfGx-1 Wasaksina Lake 1 GMS:22 1 lake 
2 GMS:4 1 lake 
3 GMS:11-3 1 lake 
3 GMS:3 1 lake 
3 GMS:2 1 lake 
3 oc 1 lake 
4 GMS:5 11ake 
1-
motif total 7 
1-
CgGv-1 Matabitchuan River 1 GMS:22 1 river 
11 1 river 
2 oc 2 river 
3 GMS:1 1 river 
3 GMS:5 1 river 
3 GMS:22 1 river 
4 GMS:2 1 river 
4 Z:10 2 river 
4 A:2 1 river 
5 GMS:21 2 river 
6 oc 1 river 
6 GMS:3 1 river 
6 GMS:2 1 river 
7 Z:8 1 river 
7 GMS:22 1 river 
,~ 
motif total 18 
,_ 
CgHd-1 Asab i Lake/ Yorston R. 1 GMS:17 11ake 
1 Z:6 1 lake 
1 GMS:5 1 lake 
1 GMS:3 11ake 
1 A:6 11ake 
1 GMS:1 1 lake 
11 11ake 
2 GMC:4 1 lake 
3 GMC:5 1 lake 
4 GMS:22 1 lake 
-
motif total 10 
-
ChHb- (1) Lady Evelyn River 1 GMS:22 1 river 
-
motif total 1 
-
ChHb- (2) Lady Evelyn River 1 GMS:11-5 1 river 
motiftotal 1 
603 
SITE LAKE/ RIVER AREA PANE IMAGE 1YPE QUANTI1Y DIRECTION FACING 
ChHb- (1) Chris Willis Lake 1 GMS:1 2 la ke 
1 GMS:20 1 lake 
1 GMS:21 1 lake 
1-
motif total 4 
1-
ChHb- (2) Chris Willis Lake 1 GMS:22 1 lake 
2 GMS:1 7 lake 
2 GMS:3 1 lake 
2 GMS:2 1 lake 
1~ 
motif total 10 
l'~ 
CiHb-2 1 MB:1 1 
1-
motif total 1 
1-
CiHb- Sucker Gut Lake 1 GMS:22 2 lake 
1 GMC:6 1 lake 
11 1 lake 
1 GMS:20 1 lake 
2 GMS:22 1 1ake 
1-
motif total 6 
1-
Ci He- Makobe Lake 1 MC:1 2 lake 
1-
motif total 2 
1-
CjHf- Wapus Creek 1 A:2 1 creek backwater 
2 GMS:2 1 creek backwater 
2 GMS:12-3 1 creek backwater 
2 GMS:1 1 creek backwater 
3 GMS:19 1 creek backwater 
4 1 1 creek backwater 
4 GMS:S 3 creek backwater 
4 GMS:3 2 creek backwater 
4 GMS:4 1 creek backwater 
4 GMS:18 1 creek backwater 
41 1 creek backwater 
4 Z:10 1 creek backwater 
4 GMS:2 1 creek backwater 
4 GMS:22 3 creek backwater 
4 Z:S 1 creek backwater 
4 Z:4 1 creek backwater 
4 GMS:6 1 creek backwater 
4 Z:8 1 creek backwater 
4 1 ? creek backwater 
motiftotal 23 
604 
SITE LAKE/ RIVER ARE .cl PANE IMAGE TYPE QUANTITY DIRECTION FACING 
ChHb-1 Diamond Lake 1 GMS:20 4 lake 
1 GMS:1 1 lake 
1 GMS:19 1 lake 
1 GMS:22 1 lake 
2 GMS:22 11ake 
2 GMS:2 11ake 
3 Z:7 11ake 
3 GMS:11-2 1 lake 
3 Z:10 11ake 
3 GMS:21 11ake 
3 GMS:20 11ake 
4 Z:8 11ake 
4 Z:7 1 lake 
4 GMS:21 1 lake 
4 A:1 11ake 
4 GMS:ll-2 2 lake 
4 GMS:11-6 11ake 
4 GMS:7 11ake 
5 GMS:7 1 lake 
5 GMS:ll-7 11ake 
5 GMS:22 1 lake 
5 GMS:1 11ake 
5 GMS:3 11ake 
5 MC:1 1 lake 
6 A:6 1 lake 
6 Z:7 2 lake 
6 GMS:13-2 11ake 
7 Z:2 1 lake 
7 GMS:20 11ake 
7 GMS:22 1 lake 
7 MB:2 11ake 
7 GMS:21 11ake 
8 GMS:14-3 1 lake 
8 GMS:22 5 lake 
8 MC:1 1 lake 
8 GMS:7 11ake 
8 GMS:9-3 1 lake 
1-
motif total 46 
605 
SITE LAKE/ RIVER AREt PANE IMAGE1YPE QU ANTITY DIRECTION FACING 
CkHd-1 longpoint lake 1 11 1 lake, hidden in alcove 
lake, better seen when 
1 2 GMS:1 2 coming dawn south 
1 2 GMS:4 2 ibid 
1 2 GMS:2 1 ibid 
1 2 A:1 3 ibid 
1 2 GMS:3 1 ibid 
1 2 A:4 1 ibid 
1 2 Z:6 2 ibid 
1 2 1 2 ibid 
1 2 MC:2 1 ibid 
1 2 Z:10 2 ibid 
1 2 Z:7 1 ibid 
1 2 GM S:10 2 ibid 
1 2 GMS:18 1 ibid 
1 2 GMS:22 2 ibid 
1 2 GMS:20 1 ibid 
1 2 GMS:21 3 ibid 
lake, better seen when 
1 3 GMS:10 2 going north 
30 
lake, in a bay, better 
2 1 GMS:12-3 1 seen when going north 
2 1 MB:1 1 ibid 
2 11 1 ibid 
3 
-
motif total 33 
-
DaHe-4 Matachewan lake 1 GMS:1 16 lake 
1 GMS:2 2 lake 
1 GMS:3 3 lake 
1 GMS:4 1 lake 
1 GM S:10 2 lake 
1 GMS:11-2 1 lake 
1 GMS:11-3 1 lake 
1 GMS:12-3 1 lake 
1 GMS:13-2 11ake 
1 GMS:18 1 lake 
1 GMS:20 2 lake 
1 GMS:21 1 lake 
1 GMS:22 6 lake 
1 1 6 lake 
SITE LAKE/ RIVER 
DaHe-4 
Da He- Matachewan Lake 
15 sites with Borden numbers 
16 sites for analysis 
AREJl PANE IMAGE TYPE 
1 oc 
2 GMS:22 
2 GMS:S 
2 GMS:20 
3 GMS:1 
3 GMS:3 
3 GMS:18 
3 GMS:22 
31 
4 GMS:lO 
4 GMS:18 
motif total 
1 GMS:2 
2 GMS:1 
3 GMS:1 
3 GMS:2 
4 GMS:1 
4 GMS:ll-2 
motif total 
OVERALL TOTAL 
606 
QUANTITY DIRECTION FACING 
11ake 
11ake 
1 lake 
11ake 
2 lake 
2 lake/ rock face 
1 lake/ rock face 
2 lake/ rock face 
1 lake/ rock face 
1 1ake 
1 1ake 
1~ 
58 
1-
11ake 
1 1ake 
1 lake 
2 lake 
1 lake 
11ake 
7 
227 
607 
Sites outside of n 'Daki Menan 
SITE LAKE/ RIVER ARE .Il PANE IMAGE1YPE QUANTITY DIRECTION FACING 
CeHd-1 Matagamasi Lake 11 2 lake 
2 Z:4 1 lake 
2 Z:S 1 lake 
2 A:6 11ake 
2 A:1 1 lake 
2 GM S:1 1 lake 
2 GM S:3 1 lake 
2 MC:1 1 lake 
2 1 4 lake 
2 GMS:S 1 lake 
3 GMS:ll-3 1 lake 
4 GMS:ll-2 1 south 
4 1 4 lake 
4 GMS:4 1 lake 
4 GMS:ll-4 1 lake 
4 GMS:2 3 lake 
4 GMS:3 2 lake 
5 Z:10 2 lake 
SI 4 lake 
5 MC:1 2 lake 
5 GMS:18 1 lake 
1-
motif tota l 36 
1-
CeHd- Matagamasi Lake 1 GMS:19 1 lake 
1--
motif total 1 
1-
CfHe- Chin iguchi Lake 1 GMS:15 2 lake 
1 GMS:21 2 lake 
1 GMS:22 2 lake 
1 GMS:4 1 lake 
1 GMS:16 1 lake 
1 GMS:1 3 lake 
2 1 1 lake 
2 GMS:ll-2 1 lake 
3 GMS:3 1 lake 
3 GMS:1 1 lake 
3 Z:3 1 lake 
31 3 lake 
3 A:S 1 lake 
motif tota l 20 
608 
SITE LAKE/ RIVER ARE .A PANE IMAGE TYPE QUANTITY DIRECTION FACING 
Cg He- Stouffer Lake 1 GMC:7 1 lake 
1 GMS:7 1 1ake 
1 GMS:ll-2 1 1ake 
1 GMS:3 2 lake 
1 oc 2 lake 
1 GMS:1 5 lake 
1 GMS:22 2 lake 
1 1 2 lake 
1 A:1 1 1ake 
2 Z:6 1 lake 
2 1 1 1ake 
2 Z:10 11ake 
2 Z:5 11ake 
2 GMS:21 1 1ake 
2 GMS:5 1 1ake 
2 A:6 1 1ake 
1-
motif total 24 
1-
CkHg-1 Ferris Lake 1 1 1 2 lake 
2 1 Z:7 11ake 
2 2 MC:1 11ake 
2 2 MC:3 1 lake 
2 2 A:6 11ake 
2 2 GM S:22 2 lake 
2 2 A:6 11ake 
2 2 GMS:7 11ake 
2 3 Z:9 11ake 
3 1 GMS:22 1 lake 
3 1 A:3 1 1ake 
3 1 GMS:6 1 lake 
3 2 GMS:22 1 lake 
3 3 GM S:22 11ake 
3 4 GM S:6 1 1ake 
3 4 GM S:16 11ake 
3 5 Z:9 1 lake 
3 6 GM S:20 1 1ake 
3 7 Z:1 1 lake 
1-
motif total 21 
5 sites with Borden numbers 
5 sites for analysis 
1 
OVERALL TOTAL 102 
609 
Wakimika Petroglyphs 
SITE LAKE/ RIVER ARE.O PANEL IMAGE TYPE QUANTI TV DIRECTION FACING 
CgHc- Wakimika Lake 1 Z:3 4 inland 
1 Z:6 2 inland 
1 Z:10 3 inland 
1 Z:S 2 inland 
1 Z:8 1 inland 
1 A:2 1 inland 
1 1 3 inl and 
-
motif total 16 
APPENDIXE 
PHYSICAL CHARACTERISTICS OF ROCK ART SITES 
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
~
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
La
ke
 T
em
ag
am
i 
SI
TE
 N
AM
E 
CR
AC
KS
! C
AL
CI
TE
 I
OU
AR
TZ
 I
LE
DG
E 
IO
VR
HA
NG
 lO
RI
EN
T 
IH
EI
GH
T 
IC
OL
OU
R 
!O
th
er
 D
is
tin
c
tiv
e 
Fe
at
ur
e(s
) 
Sh
ar
p 
Ro
ck
 
Cg
Ha
-
ln
 le
t 
Pi
ct
og
ra
ph
 o
n
 a
 p
ill
ar
-
lik
e 
ro
ck
 s
e
ct
io
n.
 
Pi
ct
og
ra
ph
 2
 
Th
e 
pa
ne
l i
ts
el
f is
 a
 tr
ia
ng
ul
ar
 ro
ck
 s
u
rfa
ce
 
an
d 
th
e 
im
ag
e 
e
m
u
la
te
s 
th
is
 tr
ia
ng
ul
ar
 
sh
ap
e.
 
y 
y 
y 
y 
N
 
E 
12
m
 
lig
ht
-g
re
y 
N
or
th
 A
rm
 
Cg
Ha
-8
 
Th
e 
pi
ct
og
ra
ph
 is
 o
n
 a
 r
e
ct
an
gu
la
r a
n
d 
Pl
ct
og
ra
ph
 1
 
v
e
ry
 li
gh
t· 
a
n
gu
la
r s
ha
pe
d 
cl
iff
. l
n l
an
d 
la
ke
 b
e h
l n
d 
y 
N
 
N
 
N
 
y 
SE
 
4.
5m
 
gr
ey
 
si
te
. 
N
or
th
 A
rm
 
Cg
Ha
-9
 
Pi
ct
og
ra
ph
 2
 
ln
la
nd
 la
ke
 b
eh
in
d 
si
te
. 
y 
N
 
N
 
N
 
y 
SE
 
6m
 
gr
ey
 
Se
al
ro
ck
 P
oi
nt
 
Cg
Ha
-1
0 
Pi
ct
o
gr
ap
h 
Du
e 
to
 th
e 
in
cl
in
ed
 n
a
tu
re
 o
f t
he
 ro
ck
 
su
rfa
ce
 o
n
 w
hi
ch
 th
e 
pi
ct
og
ra
ph
s 
a
re
 
fo
un
d,
 
m
o
rn
ln
g 
su
n
 w
o
u
ld
 li
ke
ly
 c
re
a
te
 
y 
y 
N
 
N
 
y 
SE
 
2.
5m
 
gr
ey
 
lig
ht
 re
fle
ct
io
ns
 a
cr
o
ss
 th
e 
pi
ct
og
ra
ph
s.
 
N
or
th
w
es
t A
rm
 C
gH
a-
19
 
Pi
ct
og
ra
ph
 
Lo
ca
te
d 
o
n
 a
 s
m
a
ll 
bo
ul
de
r. 
N
 
N
 
N
 
y 
N
 
E 
O.
Sm
 
da
rk
 g
re
y 
D
oo
rs
te
p 
Cg
Ha
-2
0 
Si
te
 o
n
 is
la
nd
. 
Pi
ct
og
ra
ph
 
y 
N
 
N
 
y 
N
 
w
 
1.
3m
 
da
rk
 g
re
y 
Lo
w
 R
oc
k 
Cg
Ha
-2
1 
Pi
ct
og
ra
ph
 
Si
te
 o
n
 is
la
nd
. 
y 
N
 
N
 
N
 
y 
SE
 
4.
5m
 
gr
e
y 
G
ra
nn
y 
Ba
y 
Cg
Ha
-2
2 
Pi
ct
og
ra
 ph
 -
A
l 
ln
la
nd
 la
ke
 b
eh
in
d 
si
te
.
 
? 
? 
? 
? 
y 
SE
 
? 
da
rk
 g
re
y 
G
ra
nn
y 
Ba
y 
Cg
Ha
-2
2 
Pi
ct
og
ra
 ph
 -
A2
 
o
ra
n
ge
-
y 
y 
N
 
N
 
y 
SE
 
6m
 
gr
ey
 
D
ee
r I
sl
an
d 
Cg
H
a
-
23
 
Pi
ct
og
ra
 ph
 -
A
l 
Si
te
 o
n
 is
la
nd
.
 
y 
y 
N
 
N
 
N
 
E 
8m
 
gr
ey
 
De
 e
r 
Is
la
nd
 
Cg
Ha
-2
3 
P
ic
to
gr
ap
h-
A2
 
w
hi
te
-
Si
te
 o
n
 is
la
n
d.
 
Ec
ho
 e
ffe
ct
. 
y 
y 
N
 
y 
N
 
E 
7m
 
gr
ey
 
La
ke
 T
em
ag
am
i 
SI
TE
 N
AM
E 
CR
AC
KS
IC
AL
CI
TE
 l
o
u
AR
TZ
 I
LE
DG
E 
lo
VR
H
AN
G
 lo
R
IE
N
T 
IH
EI
G
HT
 l
cO
LO
UR
 l
ot
he
r 
D
is
tin
ct
iv
e 
Fe
at
ur
e(s
) 
Tu
rt
le
sh
el
l 
Cg
Ha
-2
5 
O
n 
tu
rt
le
 e
ffi
gy
 ro
ck
.
 
Th
e 
pi
ct
og
ra
ph
s a
re
 
Pi
ct
og
ra
ph
 
u
n
de
r a
n 
o
ve
rh
an
g 
a
n
d 
th
ey
 fa
ce
 N
. 
y 
N
 
N
 
y 
y 
N
 
2m
 
gr
ey
 
.
-
-
Tr
o
u
t C
lif
f 
Cg
Ha
-2
7 
C
lif
f is
 a
lo
ng
 a
 b
an
d 
th
 at
 ra
i s
es
 
Pi
ct
og
ra
ph
 
a
pp
ro
xi
m
at
el
y 
40
m
 h
ig
h.
 ln
la
nd
 la
ke
 
y 
y 
N
 
N
 
y 
NE
 
7m
 
lig
ht
-g
re
y 
be
hi
nd
 s
ite
. 
Sh
oa
iB
a
y 
Cg
H
a
-2
8 
Pi
ct
og
ra
ph
 
o
ra
n
ge
-
Si
te
 o
n
 is
la
nd
. E
ch
o 
e
ffe
ct
. 
y 
N
 
N
 
N
 
N
 
s 
lS
m
 
gr
ey
 
R
ac
oo
n 
Ba
y 
1 
Cg
Ha
-2
9 
A 
re
ct
an
gu
la
r r
o
ck
 b
al
an
ce
s 
o
n
 to
p 
o
f t
he
 
Pi
ct
og
ra
ph
 
y 
N
 
N
 
N
 
N
 
w
 
2.
5m
 
lig
ht
-g
re
y 
ro
ck
 s
u
rfa
ce
 w
ith
 p
ic
to
gr
a
ph
s 
R
ac
oo
n 
Ba
y 
2 
Cg
Ha
-3
0 
Li
gh
t r
e
fle
ct
io
ns
 w
e
re
 o
bs
er
ve
d 
o
n
 th
e 
Pi
ct
og
ra
ph
 
o
ra
n
ge
-
o
ve
rh
an
g 
a
bo
ve
 th
e 
su
rfa
ce
 w
ith
 th
e 
y 
N
 
N
 
N
 
y 
sw
 
lS
m
 
gr
ey
 
pi
ct
og
ra
ph
s.
 
M
at
hi
as
 
Cg
H
a
-
38
 
Li
gh
t r
e
fle
ct
io
ns
 o
n
 th
e 
su
rfa
ce
 w
ith
 
pi
ct
og
ra
ph
s.
 D
is
tin
ct
iv
e 
"
L"
 s
ha
pe
d 
cl
iff
. 
y 
y 
N
 
N
 
N
 
s 
lO
m
 
gr
ey
 
Ec
ho
 e
ffe
ct
 in
 s
e
cl
ud
ed
 b
ay
. 
O
ba
bi
ka
 ln
 le
t 3
 C
gH
a-
41
 
o
ra
n
ge
-
Pi
ct
og
ra
ph
 o
n
 p
ro
jec
tin
g r
o
ck
 s
u
rfa
ce
. 
y 
N
 
N
 
N
 
N
 
sw
 
6m
 
gr
ey
 
O
ba
bi
ka
 ln
le
t 2
 C
gH
b-
6 
Pi
ct
o
gr
ap
h 
D
om
e-
sh
ap
ed
 c
lif
f. 
y 
y 
N
 
N
 
y 
s 
4m
 
gr
ey
 
O
ba
bi
ka
 L
ak
e 
SI
TE
 N
AM
E 
CR
AC
KS
IC
AL
CI
TE
 !
QU
AR
TZ
 IL
ED
GE
 lo
V
RH
AN
G 
lo
RI
EN
T 
IH
EI
G
HT
 l
cO
LO
UR
 l
ot
he
r D
is
tin
ct
iv
e 
Fe
at
ur
e(s
) 
O
ba
bi
ka
 L
ak
e 
Cg
Hb
-1
 
Th
e 
c
lif
f o
n
 w
hi
ch
 th
e 
si
te
 is
 lo
ca
te
d 
is 
pa
rt 
Pi
ct
og
ra
ph
 
o
f a
 la
rg
er
 m
o
u
n
ta
in
/ c
lif
f t
ha
t r
a
ise
s 
a
pp
ro
xi
m
at
el
y 
80
m
 h
ig
h.
 
ln
la
n
d 
la
ke
 
y 
N
 
N
 
N
 
y 
E 
20
m
 
lig
ht
-g
re
y 
be
hi
nd
 th
e 
si
te
. 
M
ys
te
ry
 R
oc
k 
Cg
Hb
-3
 
ln
la
nd
 la
ke
 b
eh
in
d 
si
te
. N
ea
r G
ra
nd
m
ot
he
r 
Pi
ct
og
ra
ph
 
an
d 
G
ra
nd
fa
th
er
 R
oc
ks
. 
y 
N
 
N
 
N
 
y 
sw
 
Sm
 
lig
ht
-g
re
y 
D
ev
il's
 L
ed
ge
 
Cg
Hb
-
4 
P
ic
to
gr
ap
h-
A
l 
Ca
ve
-
lik
e
 s
ite
 fo
rm
ed
 b
y 
a
 h
ug
e 
o
ve
rh
an
g.
 
M
ajo
rit
y o
f p
ic
to
gr
ap
hs
 p
ai
nt
ed
 o
n
 
ov
e
rh
an
g.
 
ln
la
nd
 la
ke
 b
eh
in
d 
si
te
. 
y 
y 
N
 
y 
y 
SE
 
9m
 
gr
ey
 
~
 
D
ev
il's
 L
ed
 ge
 
Cg
Hb
-4
 
P
ic
to
gr
ap
h-
A2
 
ln
la
nd
 la
ke
 b
eh
in
d 
si
te
. 
y 
N
 
N
 
N
 
N
 
SE
 
lO
m 
lig
ht
-g
re
y 
Sh
in
in
g 
Ro
ck
 
Cg
Hb
-
5 
Ci
rc
ul
a
r 
m
in
er
a
l o
ra
n
ge
/ s
hi
ny
 in
cl
us
io
n 
to
 
P
ic
to
gr
ap
h-
A
l 
th
e 
le
ft 
o
f t
he
 p
lc
to
gr
ap
hs
.
 
ln
la
nd
 la
ke
 
lig
ht
-g
re
y 
be
hi
nd
 th
e 
si
te
. 
y 
N
 
N
 
N
 
y 
E 
3m
 
Sh
in
in
g 
Ro
ck
 
Cg
Hb
-5
 
P
ic
to
gr
ap
h-
A2
 
w
hi
te
/ 
v
e
ry
 li
gh
t-
y 
N
 
N
 
N
 
N
 
E 
2.
5m
 
gr
ey
 
N
or
th
 R
oc
k 
Cg
Hb
-1
1 
Pi
ct
og
ra
ph
 
O
n 
a
 s
e
rie
s 
o
f c
l if
fs
 th
at
 a
re
 o
n
 a
 b
an
k 
th
at
 
1. 
h 
ra
ise
s 
a
pp
ro
xi
m
at
el
y 
30
m
 h
ig
h.
 
y 
N
 
N
 
N
 
y 
w
 
Sm
 
1g
 t
-
gr
ey
 
An
im
a 
N
ip
iss
in
g 
La
ke
 
SI
TE
 N
AM
E 
CR
AC
KS
! C
AL
CI
TE
 !
QU
AR
TZ
 IL
ED
GE
 lo
VR
H
AN
G
 lo
R
IE
N
T 
IH
EI
GH
T 1
c
o
LO
UR
 1
o
th
er
 D
is
tin
ct
iv
e 
Fe
a
tu
re
(s)
 
An
im
a-
Ch
G
x-
1 
Pa
ne
l 1
 is
 lo
ca
te
d 
o
n
 a
 r
e
ct
an
gu
la
r p
ill
ar
-
N
ip
is
si
ng
 
lik
e 
ro
ck
 fa
ce
. L
ig
ht
 re
fle
ct
io
ns
 p
re
se
nt
 o
n
 
P
ic
to
gr
ap
h-
A
l 
o
ve
rh
an
gs
 a
bo
ve
 p
an
el
s.
 ln
 la
nd
 la
ke
 
y 
N
 
N
 
N
 
y 
SE
 
Sm
 
gr
ey
 
be
hi
nd
 th
e 
si
te
.
 
An
im
a-
Ch
G
x-
1 
N
ip
is
si
ng
 
D
om
e-
sh
ap
ed
 c
lif
f. 
la
rg
e 
le
d g
e 
is 
pr
es
en
t 
Pi
ct
og
ra
 ph
 -
A2
 
w
he
re
 p
an
el
 1
 is
 lo
ca
te
d.
 
lt
 w
o
u
ld
 h
av
e 
be
en
 a
n
 Id
ea
l p
la
ce
 fo
r v
is
io
n
 s
e
e
ki
ng
. 
lig
ht
 re
fle
ct
io
ns
 w
e
re
 p
re
se
nt
 o
n
 th
e 
o
ve
rh
an
g 
a
bo
ve
 p
a n
e
ll.
 E
ch
o 
e
ffe
ct
 
y 
y 
N
 
y 
y 
E 
6m
 
da
rk
 g
re
y 
pr
es
en
t. 
ln
la
nd
 la
ke
 b
eh
in
d 
si
te
. 
-
Sh
ad
y 
G
ra
ve
 
Ch
G
x-
2 
Ec
ho
 e
ffe
ct
. T
he
 c
lif
f i
s 
pa
rt
 o
f a
 h
ig
h 
o
ra
n
ge
-
m
o
u
n
ta
in
 th
at
 is
 a
pp
ro
xi
m
at
el
y 
lO
O
m
 
y 
y 
N
 
y 
N
 
w
 
4m
 
gr
ey
 
hi
gh
. 
-
W
hi
te
w
at
er
 
Ch
G
x-
3 
Po
rta
ge
 
y 
y 
N
 
N
 
y 
E 
4m
 
da
rk
 g
re
y 
D
om
e-
sh
ap
ed
 c
lif
f. 
-
G
re
yr
oc
k 
Ch
G
x-
4 
Ef
fig
y 
fa
ce
s 
in 
th
e 
ro
ck
 c
re
a
te
d 
by
 
o
ve
rh
an
gs
.
 
Li
gh
t r
e
fle
ct
io
ns
 in
 a
 re
a 
o
n
 
pa
 n
e
ll.
 E
ch
o 
e
ffe
ct
. T
he
 c
lif
f i
s 
pa
rt 
o
f a
 
hi
gh
 m
o
u
n
ta
in
 th
at
 is
 a
pp
ro
xi
m
at
el
y 
60
m
 
y 
y 
N
 
N
 
y 
E 
20
m
 
gr
ey
 
hi
gh
. 
W
in
dy
A
rm
 
Ch
G
x-
23
 
Th
e 
po
rti
on
 o
f t
he
 c
lif
f w
he
re
 th
e 
pi
ct
og
ra
ph
 is
 lo
ca
te
d 
is 
re
ct
an
gu
la
r i
n 
sh
ap
e 
a
n
d 
v
e
rt
ic
al
,
 
lik
e 
a
 to
w
er
, h
ow
ev
er
, 
ft 
fs 
pa
rt 
o
f a
 m
as
s
ive
 d
om
e 
sh
ap
ed
 c
lif
f 
y 
y 
N
 
y 
y 
th
at
 ri
se
s 
a
 ro
u
n
d 
40
 m
e
te
rs
. 
E 
2.
5m
 
gr
ey
 
C
ro
w
ro
ck
 B
ay
 
Ch
G
x-
24
 
Cl
iff
 is
 th
e 
hi
gh
es
t a
n
d 
m
o
st
 im
pr
es
si
ve
 
a
m
o
n
g 
pa
in
tin
g-
be
a r
in
g 
cl 
iff
s 
in
 th
e 
a
 re
a
. 
ft 
ra
is
es
 a
br
up
tly
 as
 a
 s
tr
ai
gh
t s
te
ep
 fa
ce
 
w
ith
 a
 m
a
ss
iv
e 
se
re
e 
a
t t
he
 b
ot
to
m
.
 
Fa
ce
-
lik
e 
e
ffi
gy
 fo
rm
at
io
ns
 o
n
 th
e 
cl
iff
. 
y 
y 
N
 
y 
y 
SE
 
40
m
 
gr
ey
 
SI
TE
 N
AM
E 
W
as
ak
si
na
 
Cf
G
x-
1 
La
ke
 
IPi
~tn
.c>
rr~
nh~
 
M
at
ab
itc
hu
an
 
Cg
G
v-
1 
La
ke
 1
89
5 
Cg
Hd
-
1 
P
ic
to
gr
ap
h/
 
Yo
rs
to
n
 R
iv
er
 
D
ia
m
on
d 
La
ke
 
Ch
Hb
-1
 
H
el
en
 F
al
ls 
1 
Ch
Hb
-
H
el
en
 F
al
ls 
2 
Ch
Hb
-
Ch
ris
 W
ill
is
 
La
ke
 1
 
Ch
ris
 W
ill
is
 
La
ke
 2
 
Th
un
de
rb
ird
 
Ci
Hb
-2
 
Ro
ck
 
Pi
ct
og
ra
ph
 
Su
ck
er
 G
ut
 
Ci
Hb
-
M
ak
ob
e 
La
ke
 
Ci
 H
e-
Si
te
s o
n
 o
th
er
 la
ke
s/
 ri
ve
rs
 in
 n
'D
ak
i M
en
an
 
CR
AC
KS
! C
AL
CI
TE
 I
O
UA
RT
Z 
!L
ED
GE
 lo
vR
H
AN
G
 lo
R
IE
N
T 
IH
EI
GH
T 
lc
oL
O
U
R
 lo
th
e
r 
D
is
tin
ct
iv
e 
Fe
at
ur
e(s
) 
Al
co
ve
-li
ke
 ro
ck
 s
he
lte
r 4
0 
m
 n
o
rt
h.
 ln
 la
nd
 
lig
ht
-
la
ke
 b
eh
in
d 
si
te
. 
y 
N
 
N
 
y 
N
 
SE
 
2m
 
be
ig
e 
·
-
Si
te
 lo
ca
te
d 
be
tw
ee
n 
tw
o 
ra
pi
ds
. 
y 
N
 
N
 
y 
y 
SE
 
6m
 
gr
ey
 
-
-
gr
ey
, 
o
ra
n
ge
-
N
ea
r f
al
ls
.
 
? 
y 
? 
? 
y 
w
 
? 
gr
ey
 
ln
la
nd
 la
ke
 b
eh
in
d 
si
te
. N
ea
r f
al
ls
 p
rio
r t
o 
y 
y 
N
 
y 
y 
E 
4m
 
w
hi
te
 
La
dy
 E
v
e
ly
n 
L. 
flo
od
in
g.
 
N
ea
r f
al
ls.
 Q
ua
rtz
 in
 c
lif
f, 
n
o
t d
ire
ct
ly
 n
e
a
r 
y 
N
 
N
 
N
 
N
 
SE
 
3m
 
lig
ht
 g
re
y 
pi
ct
og
ra
ph
. 
Po
ss
ib
le
 e
ffi
gy
-li
ke
 s
ta
tu
e 
w
ith
 a
 fo
re
 he
ad
 
cr
e
a
te
d 
by
 a
 p
ro
m
in
en
t o
ve
rh
an
g 
a
 ro
u
n
d 
m
a
rc
o
n
-
Sm
 to
 th
e 
le
ft 
o
f t
he
 p
ic
to
gr
ap
hs
. L
es
s 
y 
y 
N
 
N
 
y 
SE
 
3m
 
gr
ey
 
th
an
 1
km
 fr
om
 fa
lls
.
 
be
ig
e-
y 
y 
N
 
N
 
y 
E 
Sm
 
gr
ey
 
be
ig
e-
y 
y 
N
 
N
 
y 
E 
lO
m
 
gr
ey
 
Si
te
 o
n
 a
 b
ou
ld
er
 in
 t
he
 b
us
h.
 
Th
e 
bo
ul
de
r 
y 
N
 
N
 
n
/a
 
y 
w
 
2m
 
gr
ey
/re
d 
is 
sp
lit
 in
 tw
o.
 
Li
ke
ly
 p
ai
nt
ed
 fr
om
 a
 r
o
ck
 s
er
ee
 p
rio
r t
o 
y 
y 
N
 
N
 
N
 
SE
 
2m
 
lig
ht
 g
re
y 
ra
ise
d 
w
a
te
r 
le
ve
ls.
 
br
ow
n-
C
lif
f l
oc
at
ed
 b
et
w
ee
n 
tw
o 
la
rg
er
 a
n
d 
y 
N
 
N
 
N
 
y 
w
 
3m
 
gr
ey
 
sa
 li
en
t c
l if
fs
.
 
0
\ 
V
l 
Si
te
s 
o
n
 o
th
er
 la
ke
s/
 ri
ve
rs
 in
 n
'D
ok
i M
en
on
 
SI
TE
 N
AM
E 
CR
AC
KS
jC
AL
CI
TE
 jQ
UA
RT
Z 
ILE
DG
E 
jO
VR
HA
NG
 !O
RI
EN
T 
IH
EI
GH
T 
jcO
LO
UR
 !
O
th
er
 D
is
tin
ct
iv
e 
Fe
at
ur
e(s
) 
Lo
ng
p o
in
t L
ak
e 
Ck
Hd
-
1 
Pa
ne
l 1
 is
 lo
ca
te
d 
in 
a
 r
o
ck
 a
lc
ov
e.
 R
ed
 
Pi
ct
og
ra
ph
-A
l 
m
in
er
al
 s
ea
m
s 
a
bo
ve
 p
an
el
 1
. A
 fa
 in
te
r r
ed
 
m
in
er
al
 s
ea
m
 lo
ca
te
d 
a
bo
ve
 p
an
el
 2
.
 
Bo
th
 
re
dd
is
h-
Ar
ea
 1
 a
nd
 2
 a
re
 lo
ca
te
d 
o
n
 a
 b
an
k 
th
at
 
y 
y 
N
 
N
 
y 
sw
 
20
m
 
gr
ey
 
re
a
ch
es
 h
ei
gh
ts
 o
ve
r 
30
m
. 
Lo
ng
po
in
t L
ak
e 
Ck
Hd
-1
 
Pi
ct
og
ra
p h
-
A2
 
y 
y 
N
 
N
 
N
 
sw
 
2m
 
gr
ey
 
W
ap
us
C
re
ek
 
Cj
Hf
-
Si
te
 n
e
a
r 
fa
lls
. O
n 
th
e 
sid
e 
o
pp
os
ite
 th
e 
Pi
ct
og
ra
ph
 
cl
iff
, o
n
 to
p 
o
f t
he
 f
al
ls,
 th
er
e 
is 
a
 g
oo
d 
sp
ot
 fo
r s
itt
in
g 
do
w
n.
 C
lif
f is
 in
 fr
on
t o
f a
 
pi
nk
is
h-
hi
gh
er
 c
lif
f t
ha
t i
s 
a
pp
ro
xi
m
at
el
y 
lO
Om
 
y 
y 
N
 
y 
N
 
E 
40
m
 
gr
ey
 
hi
gh
. 
M
a
ta
ch
ew
an
 
Da
H
e-
4 
gr
ey
-
La
ke
 
o
ra
n
ge
-
ln
la
nd
 la
ke
 b
eh
in
d 
si
te
. 
Pi
ct
og
ra
ph
 
y 
y 
N
 
y 
y 
sw
 
lO
m
 
br
ow
n 
·
-
M
at
ac
he
w
an
 
Da
 H
e-
La
ke
 
Al
co
ve
-1
 ik
e 
se
tti
ng
 w
he
re
 th
e 
pi
ct
og
ra
ph
s 
Pi
ct
og
ra
ph
 2
 
o
ra
n
ge
-
ar
e 
lo
ca
te
d.
 ln
la
nd
 la
ke
 b
eh
in
d 
si
te
. 
y 
y 
N
 
y 
y 
sw
 
Sm
 
gr
ey
 
Si
te
s 
o
u
ts
id
e 
o
f n
'D
ak
i M
en
an
 
SI
TE
 N
AM
E 
CR
AC
KS
jC
AL
CI
TE
 j
QU
AR
TZ
 jL
ED
GE
 jO
VR
HA
NG
 lO
RI
EN
T 
IH
EI
GH
T 
IC
OL
OU
R 
IO
th
er
 D
is
tin
ct
iv
e 
Fe
at
ur
e(s
) 
M
at
ag
am
as
i 
Ce
Hd
-1
 
Pa
ne
l1
 in
 a
lc
ov
e.
 A
 lo
ne
 ro
ck
 is
 lo
ca
te
d 
La
ke
 
be
tw
ee
n 
pa
ne
ls
 3
 a
n
d 
4.
 
Ci
rc
ul
ar
 m
in
er
al
 
Pi
ct
og
ra
ph
 
o
ra
n
ge
/ s
hi
ny
 in
cl
us
io
n 
o
n
 p
an
el
4.
 R
ed
 
se
am
s 
in
 r
o
ck
. 
W
at
er
 la
pp
in
g 
n
o
is
e,
 ro
ck
 
o
ra
n
ge
-
gu
rg
le
s 
o
n
ce
 p
e
r 
se
co
nd
 2
.5
 m
 le
 ft
 o
f 
y 
y 
N
 
y 
y 
E 
Sm
 
gr
ey
 
st
an
di
ng
 ro
ck
 m~
nti
onn
ed 
a
bo
ve
. 
·
-
M
at
ag
am
as
i 
Ce
Hd
-
La
ke
 
W
at
er
 la
pp
in
g 
n
o
is
e.
 
Pi
ct
og
ra
ph
 2
 
y 
N
 
N
 
N
 
N
 
E 
l.S
m
 
lig
ht
-g
re
y 
-
Ch
in
ig
uc
hl
 
Cf
He
-
La
ke
 
Sm
o
o
th
,
 
u
n
du
la
tin
g 
c
lif
f. 
Ro
ck
 fa
ce
 is
 
Pi
ct
og
ra
ph
 
se
pa
ra
te
d 
fro
m
 m
a
in
 c
lif
f. 
W
at
er
 la
pp
in
g 
w
hi
te
-
in
te
ns
ifi
ed
 th
ro
ug
h 
w
a
te
r l
ev
el
 g
ro
tto
es
.
 
y 
N
 
N
 
N
 
N
 
w
 
6m
 
gr
ey
 
St
ou
ffe
r L
ak
e 
Cg
He
-
Pi
ct
og
ra
ph
 
w
hi
te
-
ln
la
nd
 la
ke
 b
eh
in
d 
si
te
.
 
y 
N
 
N
 
N
 
N
 
w
 
4m
 
gr
ey
 
Fe
rri
s 
La
ke
 
Ck
Hg
-1
 
An
gu
la
r c
lif
f w
ith
 p
ill
ar
-li
ke
 s
u
rfa
ce
s.
 C
lif
f is
 
Pi
ct
og
ra
ph
 
in
 fr
on
t o
f a
 h
ig
he
r c
lif
f t
ha
t i
s 
a
pp
ro
xi
m
at
el
y 
10
0m
 h
ig
h.
 H
or
iz
on
ta
l r
ed
 
se
am
 in
 ro
ck
 u
n
de
rn
ea
th
 a
li 
pi
ct
og
ra
ph
s.
 
o
ra
n
ge
-
Cl
iff
 b
eh
in
d 
pi
ct
og
ra
ph
 s
ite
 h
as
 a
 
y 
y 
N
 
y 
y 
w
 
7m
 
gr
ey
 
la
rg
e 
v
e
rti
ca
l f
iss
ur
e.
 
W
ak
im
ik
a 
La
ke
 P
et
ro
gl
yp
hs
 
SI
TE
 N
AM
E 
CR
AC
KS
jCA
LC
IT
E 
jQ
UA
RT
Z 
IL
ED
GE
 jO
VR
HA
NG
 lO
RI
EN
T 
IH
EI
GH
T 
jC
OL
OU
R 
IO
th
er
 D
is
tin
ct
iv
e 
Fe
at
ur
e(s
) 
W
ak
im
ik
a 
La
ke
 C
gH
c-
O
n 
an
 e
xp
os
ed
 s
lo
pi
ng
 st
ria
te
d 
be
dr
oc
k.
 
Pe
tro
gl
yp
hs
 
Th
e 
pe
tro
gl
yp
hs
 a
re
 lo
ca
te
d 
o
n
 a
 ju
tti
ng
 
y 
N
 
N
 
n
/a
 
n
/a
 
E 
n
/a
 
gr
ey
 
po
in
t i
n 
th
e 
n
o
rt
h 
o
f t
he
 is
la
nd
. 
APPENDIXF 
ROCK ART SITES AND NASTA WGAN 
N
AS
TA
W
G
AN
 
W
at
er
 
Ro
u
te
 
Di
re
ct
io
n 
si
te
 
SI
TE
 N
AM
E 
ro
u
te
 
W
in
te
r T
ra
il 
Po
rta
ge
 
Na
rr
o
w
s 
In
te
rs
ec
tio
n 
fa
ce
s 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 
IN
e
a
r 
O
n
 
IN
e
a
r 
On
 
IN
ea
r 
Ba
ie
 Je
an
n
e
 
Ce
Ha
-1
 
Al
on
g 
ro
u
te
 t
a
/ f
ro
m
 o
n
e
 o
f 
Pi
ct
og
ra
ph
 
th
e 
so
u
th
er
n 
e
xt
re
m
iti
es
 o
f 
La
ke
 T
e
m
a
ga
m
i, 
ho
w
ev
er
 
n
o
t e
as
ily
 c
o
n
n
e
ct
ed
 ta
 
x
 
x
 
x
 
la
ke
 
m
a
jor
 riv
e
rs
 lik
e 
Te
m
ag
am
i 
an
d 
St
ur
ge
on
. 
W
as
ak
sin
a 
La
ke
 
Cf
Gx
-
1 
Ea
st
 o
f L
ak
e 
Te
m
ag
am
i, 
Pi
ct
og
ra
ph
s 
co
n
n
e
ct
ed
 vi
a 
po
rta
ge
 to
 
Cr
os
s 
La
ke
,
 
w
hi
ch
 le
ad
s 
to
 
x
 
x
 
x
 
la
ke
 
Te
m
ag
am
i R
ive
r. 
Be
ar
 Is
la
nd
 
Cf
Ha
-3
 
ln
 h
ub
 o
f t
he
 la
ke
 (B
ea
r 
Pi
ct
og
ra
ph
s 
Is
la
n
d).
 C
an
 b
e 
pa
ss
ed
 w
he
n 
x
 
x
 
la
ke
 
go
in
g 
N
-
S. 
Li
ttl
e 
Be
ar
 
Cf
Ha
-5
 
ln
 h
ub
 o
f t
he
 la
ke
 (B
e
a
r 
Pi
ct
o
gr
a p
h 
Is
la
n
d)
.
 
Ca
n
 b
e 
pa
ss
e
d 
w
he
n 
x
 
x
 
la
ke
 
go
in
g 
N -
S.
 
-
La
ke
 T
e
m
a
ga
m
i 
Cf
Ha
-6
 
Al
on
g 
ro
u
te
 t
o
/ f
ro
m
 
Pi
ct
og
ra
ph
-A
1 
so
u
th
er
n 
e
xt
re
m
ity
 o
f L
ak
e 
Te
m
ag
am
i. 
On
 a
 r
o
u
te
 
co
n
n
e
ct
in
g 
La
ke
 T
em
ag
am
i 
to
 C
ro
ss
 L
ak
e,
 
w
hi
ch
 is
 
so
u
th
 in
to
 
co
n
n
e
ct
ed
 to
 T
em
ag
am
i 
x
 
x
 
th
e 
ba
y 
Ri
ve
r.
 
W
at
er
 
R
ou
te
 
D
ire
ct
io
n
 s
ite
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
r T
ra
il 
Po
rta
ge
 
N
ar
ro
w
s 
In
te
rs
ec
tio
n 
fa
ce
s 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 
IN
ea
r 
On
 
IN
ea
r 
O
n 
IN
ea
r 
La
ke
 T
em
ag
am
i 
Cf
Ha
-6
 
Al
on
g 
ro
u
te
 t
o
/ f
ro
m
 
Pi
ct
og
ra
ph
-A
2 
so
u
th
er
n 
e
xt
re
m
ity
 o
f L
ak
e 
Te
m
ag
am
i. 
On
 a
 r
o
u
te
 
co
n
n
e
ct
i n
g 
La
ke
 T
em
ag
am
i 
to
 C
ro
ss
 L
ak
e,
 w
hi
ch
 is
 
x
 
x
 
la
ke
 
co
n
n
e
ct
ed
 to
 T
em
ag
am
i 
Ri
ve
r. 
Po
rta
ge
 B
ay
 1
 
Cf
Ha
-7
 
O
n 
ro
u
te
 b
et
w
ee
n 
Po
rta
ge
 
Pi
ct
og
ra
ph
 
a
n
d 
Cr
os
s 
Ba
ys
. R
ou
te
 le
ad
s 
to
 H
igh
 R
oc
k 
Is
la
nd
 a
n
d 
n
o
rt
h 
in
to
 th
e 
Te
m
ag
am
i 
hu
b/
 so
u
th
 to
w
ar
ds
 C
ro
ss
 
x
 
x
 
x
 
la
ke
 
La
ke
. 
Po
rta
ge
 B
ay
 2
 
Cf
Ha
-8
 
On
 r
o
u
te
 b
et
w
ee
n 
Po
rta
ge
 
Pi
ct
og
ra
ph
 
a
n
d 
Cr
os
s 
Ba
ys
. R
ou
te
 le
ad
s 
to
 H
igh
 R
oc
k 
Is
la
nd
 a
n
d 
n
o
rt
h 
in
to
 th
e 
Te
m
ag
am
i 
so
u
th
-w
es
t 
hu
b/
 so
u
th
 to
w
ar
ds
 C
ro
ss
 
x
 
x
 
x
 
in
to
 th
e 
ba
y 
La
ke
.
 
M
at
ab
itc
hu
an
 
Cg
Gv
-1
 
O
n 
m
a
jor
 ar
te
ry
 in
to
/ o
u
t o
f 
n
'D
ak
i M
en
an
, b
et
w
ee
n 
R
ab
bi
t a
n
d 
Te
m
is
ka
m
in
g 
x
 
x 
x
 
riv
er
 
La
ke
s. 
W
at
er
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
r T
ra
il 
Po
rta
ge
 
N
ar
ro
w
s 
On
 
IN
ea
r 
On
 
IN
ea
r 
On
 
IN
ea
r 
Sh
ar
p 
Ro
ck
 ln
le
t 
Cg
 H
a-
Pi
ct
og
ra
ph
 2
 
x
 
x
 
N
or
th
 A
rm
 
Cg
Ha
-
8 
Pi
ct
og
ra
ph
 1
 
x 
N
or
th
 A
rm
 
Cg
Ha
-9
 
Pi
ct
og
ra
ph
 2
 
x 
Se
al
ro
ck
 P
oi
nt
 
Cg
Ha
-1
0 
Pi
ct
og
ra
ph
 
x 
x
 
N
or
th
w
es
t A
rm
 
Cg
Ha
-1
9 
Pi
ct
og
ra
ph
 
x 
x
 
D
oo
rs
te
p 
Cg
Ha
-2
0 
Pi
ct
og
ra
ph
 
? 
x
 
Lo
w
 R
oc
k 
Cg
Ha
-
21
 
Pi
ct
og
ra
oh
 
x
 
x
 
G
ra
nn
y 
Ba
y 
Cg
Ha
-
22
 
Pi
ct
og
ra
ph
 -
A
l 
x
 
R
ou
te
 
D
ire
ct
io
n 
si
te
 
In
te
rs
ec
tio
n
 
fa
ce
s 
x
 
la
ke
 
la
ke
 
la
ke
 
x
 
la
ke
 
so
u
th
 in
to
 
N
W
A
rm
 
la
ke
 
la
ke
 
x
 
la
ke
 
Im
po
rta
nc
e 
o
f r
o
u
te
 
N
o
rt
he
rn
 e
n
tr
y/
 e
xi
t i
nt
o 
la
ke
 T
em
ag
am
i. 
R
ou
te
 le
ad
s 
to
/ f
ro
m
 D
ia
m
on
d 
la
ke
.
 
On
 ro
u
te
 b
et
w
ee
n 
th
e 
hu
b 
o
f l
ak
e 
Te
m
ag
am
i a
n
d 
n
o
rt
he
rn
 p
or
tio
n 
o
f l
ak
e.
 
On
 r
o
u
te
 b
et
w
ee
n 
th
e 
hu
b 
o
f l
ak
e 
Te
m
ag
am
i a
nd
 
n
o
rt
 he
rn
 p
or
tio
n 
o
f l
ak
e.
 
On
 r
o
u
te
 b
et
w
ee
n 
th
e 
hu
b 
o
f l
ak
e 
Te
m
ag
am
i a
n
d 
n
o
rt
 he
rn
 p
or
tio
n 
o
f l
ak
e.
 
N
ea
r a
 d
an
ge
ro
us
 s
tre
tc
h 
o
f 
w
a
te
r. 
On
 r
o
u
te
 b
et
w
ee
n 
la
ke
s 
O
ba
bi
ka
 a
nd
 T
em
ag
am
i. 
Al
te
rn
at
e 
ro
u
te
 a
lo
n
g 
th
e 
N
or
th
 A
rm
? 
Po
ss
ib
le
 r
o
u
te
 a
lo
ng
 th
e 
N
or
th
 A
rm
. 
On
 r
o
u
te
 in
to
/ o
u
t o
f t
he
 
hu
b 
o
f l
ak
e 
Te
m
ag
am
i a
nd
 
to
 O
ba
bi
ka
 la
ke
.
 
On
 
da
ng
er
ou
s 
st
re
tc
h 
o
f w
a
te
r. 
N
ea
r s
ac
re
d 
pla
ce
s. 
0
\ 
N
 
W
at
er
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
r T
ra
il 
Po
rta
ge
 
N
ar
ro
w
s 
On
 
IN
ea
r 
On
 
IN
ea
r 
On
 
IN
ea
r 
G
ra
nn
y 
Ba
y 
Cg
Ha
-2
2 
P i
ct
og
ra
 ph
 -
A2
 
x
 
De
er
 Is
la
nd
 
Cg
Ha
-2
3 
Pi
ct
og
ra
ph
 -
A
l 
x
 
x
 
x
 
De
er
 Is
la
nd
 
Cg
Ha
-2
3 
Pi
ct
og
ra
 ph
 -
A2
 
x
 
x
 
x
 
Tu
rtl
es
he
ll 
Cg
Ha
-2
5 
Pi
ct
og
ra
ph
 
x
 
x
 
Tr
ou
t C
lif
f 
Cg
Ha
-
27
 
Pi
ct
og
ra
ph
 
x
 
R
ou
te
 
D
ire
ct
io
n 
si
te
 
In
te
rs
ec
tio
n 
fa
ce
s 
x
 
la
ke
 
x
 
la
ke
 
x
 
la
ke
 
la
nd
 
n
o
rt
h 
in
to
 
x
 
N
or
th
 A
rm
 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 ro
u
te
 in
to
/ o
u
t o
f t
he
 
hu
b 
o
f L
ak
e 
Te
m
ag
am
i a
nd
 
to
 O
ba
bi
ka
 la
ke
.
 
On
 
da
ng
e r
ou
s 
st
re
tc
h 
o
f w
a
te
r. 
N
ea
r s
ac
re
d 
pla
ce
s. 
Va
rio
us
 ro
u
te
s 
in
 v
ic
in
ity
.
 
Si
te
 ca
n 
be
 p
as
se
d 
w
he
n 
go
in
g 
s
o
u
th
/n
or
th
 o
n
 th
e 
la
ke
, a
s 
w
e
il 
as
 a
vo
id
ed
 d
ue
 
to
 o
th
er
 ro
u
te
 o
pt
io
ns
.
 
Ca
n 
be
 p
as
se
d 
o
n
 w
a
y 
to
/ f
ro
m
 
La
ke
 A
ni
m
a-
N
ip
iss
in
g.
 
Va
rio
us
 ro
u
te
s 
in 
v
ic
in
ity
.
 
Si
te
 ca
n 
be
 p
as
se
d 
w
he
n 
go
in
g 
s
o
u
th
/n
or
th
 o
n
 th
e 
la
ke
, a
s 
w
e
il 
as
 a
vo
id
ed
 d
ue
 
to
 o
th
er
 ro
u
te
 o
pt
io
ns
. C
an
 
be
 p
as
se
d 
on
 w
ay
 to
/ f
ro
m
 
la
ke
 A
ni
m
a-
N
ip
iss
in
g.
 
On
 ro
u
te
 b
et
w
ee
n 
La
ke
s 
O
ba
bi
ka
 a
n
d 
Te
m
ag
am
i. 
On
 r
o
u
te
 b
et
w
ee
n 
th
e 
hu
b 
o
f l
ak
e 
Te
m
ag
am
i a
n
d 
n
o
rt
he
rn
 p
or
tio
n 
o
f l
ak
e.
 
On
 
da
ng
er
ou
s 
st
re
tc
h 
o
f w
a
te
r. 
f\l
p:
;.r
 c
:>
rr
P
rt
 n
b
rP
c
 
0
\ 
N
 N
 
W
at
er
 
R
ou
te
 
D
ire
ct
io
n 
si
te
 
SIT
E 
NA
M
E 
ro
u
te
 
W
i n
t e
r 
T r
a 
il 
Po
rta
ge
 
N
ar
ro
w
s 
In
te
rs
ec
tio
n 
fa
ce
s 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 
IN
ea
r 
On
 
IN
ea
r 
O
n 
IN
ea
r 
Sh
oa
l B
ay
 
Cg
Ha
-2
8 
M
ay
be
 o
n
 a
lte
rn
at
e 
ro
u
te
(s)
 
Pi
ct
og
ra
ph
 
? 
x
 
la
ke
 
a
lo
ng
 L
ak
e 
Te
m
ag
am
i. 
Ra
co
on
 B
ay
 1
 
Cg
Ha
-2
9 
On
 ro
u
te
 in
to
/ o
u
t o
f t
he
 
Pi
ct
og
ra
ph
 
hu
b 
o
f L
ak
e 
Te
m
ag
am
i. 
M
os
t 
x
 
x
 
x
 
x
 
lik
el
y 
pa
ss
ed
 to
 a
n
d 
fro
m
 
la
ke
 
D
ia
m
on
d 
La
ke
. 
Ra
co
on
 B
ay
 2
 
Cg
Ha
-3
0 
On
 ro
u
te
 in
to
/ o
u
t o
f t
he
 
Pi
ct
og
ra
ph
 
hu
b 
o
f L
ak
e 
Te
m
ag
am
i. 
M
os
t 
lik
el
y 
pa
ss
ed
 to
 a
n
d 
fro
m
 
x
 
x
 
x
 
x
 
la
ke
 
D
ia
m
on
d 
La
ke
. 
M
at
hi
as
 
Cg
Ha
-3
8 
ln
 a
 s
e
cl
ud
ed
 b
ay
, a
t r
o
u
te
's
 
la
ke
 
e
n
dp
oi
nt
.
 
-
O
ba
bi
ka
 ln
le
t 3
 
Cg
Ha
-4
1 
On
 r
o
u
te
 b
et
w
ee
n 
La
ke
s 
x
 
x
 
x
 
la
ke
 
O
ba
bi
ka
 a
nd
 T
em
ag
am
i. 
~
 
O
ba
bi
ka
 L
ak
e 
Cg
Hb
-1
 
Al
on
g 
ro
u
te
 to
/ f
ro
m
 
Pi
ct
og
ra
ph
 
so
u
th
er
n 
e
xt
re
m
ity
 o
f 
O
ba
bi
ka
 L
ak
e.
 O
n 
ro
u
te
 fr
om
 
St
ur
ge
on
 R
ive
r v
ia
 O
ba
bi
ka
 
Ri
ve
r, 
W
aw
ia
ga
m
a 
La
ke
 to
 
x
 
x
 
la
ke
 
La
ke
 T
em
ag
am
i. 
W
at
er
 
R
ou
te
 
Di
re
ct
io
n 
si
te
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
r T
ra
il 
Po
rta
ge
 
N
ar
ro
w
s 
In
te
rs
ec
tio
n 
fa
ce
s 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 
IN
ea
r 
On
 
IN
ea
r 
On
 
IN
ea
r 
M
ys
te
ry
 R
oc
k 
Cg
Hb
-3
 
Al
on
g 
ro
u
te
 t
a
/ f
ro
m
 
Pi
ct
og
ra
ph
 
n
o
rt
he
rn
 e
xt
re
m
ity
 o
f 
O
ba
bi
ka
 L
ak
e,
 S
pi
rit
 R
oc
k,
 
W
ak
im
ik
a 
La
ke
. O
n 
ro
u
te
 
fro
m
 S
tu
rg
eo
n 
Ri
ve
r v
ia 
O
ba
bi
ka
 R
ive
r t
o 
La
ke
 
x
 
x
 
la
ke
 
Te
m
ag
am
i. 
-
D
ev
il's
 le
dg
e 
Cg
Hb
-4
 
Al
on
g 
ro
u
te
 t
o
/ f
ro
m
 
Pi
ct
og
ra
ph
- A
l 
so
u
th
er
n 
e
xt
re
m
ity
 o
f 
O
ba
bi
ka
 la
ke
. O
n 
ro
u
te
 fr
om
 
St
ur
ge
on
 R
ive
r v
ia 
O
ba
bi
ka
 
Ri
ve
r, 
W
aw
ia
ga
m
a 
la
ke
 to
 
x
 
x
 
la
ke
 
La
ke
 T
em
ag
am
i. 
-
-
D
ev
il's
 le
dg
e 
Cg
Hb
-
4 
Al
on
g 
ro
u
te
 to
/ f
ro
m
 
Pi
ct
og
ra
ph
 -
A2
 
so
u
th
er
n 
e
xt
re
m
ity
 o
f 
O
ba
bi
ka
 L
ak
e.
 O
n 
ro
u
te
 fr
om
 
St
ur
ge
on
 R
ive
r v
ia 
O
ba
bi
ka
 
Ri
ve
r, 
W
aw
ia
ga
m
a 
La
ke
 to
 
x
 
x
 
la
ke
 
la
ke
 T
em
ag
am
i. 
Sh
in
in
g 
Ro
ck
 
Cg
Hb
-5
 
Al
on
g 
ro
u
te
 t
o
/ f
ro
m
 
Pi
ct
og
ra
ph
 -
A
l 
so
u
th
er
n 
e
xt
re
m
ity
 o
f 
O
ba
bi
ka
 L
ak
e.
 O
n 
ro
u
te
 fr
om
 
St
ur
ge
on
 R
ive
r v
ia
 O
ba
bi
ka
 
Ri
ve
r, 
W
aw
ia
ga
m
a 
La
ke
 to
 
x
 
x
 
la
ke
 
La
ke
 T
em
ag
am
i. 
W
at
er
 
Ro
ut
e 
D
ire
ct
io
n 
si
te
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
r T
ra
il 
Po
rta
ge
 
N
ar
ro
w
s 
In
te
rs
ec
tio
n 
fa
ce
s 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 
JN
ea
r 
On
 
lN
ea
r 
On
 
lN
ea
r 
Sh
in
in
g 
Ro
ck
 
Cg
Hb
-5
 
Al
on
g 
ro
u
te
 t
o
/ f
ro
m
 
Pi
ct
og
ra
ph
 -
A2
 
so
u
th
er
n 
e
xt
re
m
ity
 o
f 
O
ba
bi
ka
 la
ke
. O
n 
ro
u
te
 fr
om
 
St
ur
ge
on
 R
ive
r v
ia
 O
ba
bi
ka
 
Ri
ve
r, 
W
aw
ia
ga
m
a 
la
ke
 to
 
x 
x 
la
ke
 
La
ke
 T
em
ag
am
i. 
-
O
ba
bi
ka
 ln
le
t 2
 
Cg
Hb
-6
 
O
n 
ro
u
te
 b
et
w
ee
n 
La
ke
s 
Pi
ct
og
ra
ph
 
x 
x 
x 
x
 
x
 
la
ke
 
O
ba
bi
ka
 a
n
d 
Te
m
ag
am
i. 
-
N
or
th
 R
oc
k 
Cg
Hb
-1
1 
Al
on
g 
ro
u
te
 t
o
/ f
ro
m
 
Pi
ct
og
ra
ph
 
n
o
rt
he
rn
 e
xt
re
m
ity
 o
f 
O
ba
bi
ka
 l
ak
e,
 to
 S
pi
rit
 R
oc
k,
 
x 
x 
la
ke
 
to
 W
ak
im
ik
a 
la
ke
. 
La
ke
 1
89
5 
Cg
Hd
-1
 
ln
te
rio
r r
o
u
te
 n
e
a
r 
w
e
st
er
n 
Pi
ct
og
ra
 p
h/
 
bo
un
da
ry
 w
ith
 n
'D
ak
i 
Yo
rs
to
n
 R
ive
r 
M
en
an
.
 
Yo
rs
to
n 
Ri
ve
r, 
a
 
tr
ib
ut
ar
y 
o
f S
tu
rg
eo
n
 R
iv
er
, 
x
 
x
 
x
 
la
ke
 
is 
sh
al
lo
w
 in
 th
e 
su
m
m
e
r.
 
An
im
a-
N
ip
iss
in
g 
Ch
Gx
-
1 
O
n 
ro
u
te
 a
lo
ng
 n
o
rt
he
rn
 
Pi
ct
og
ra
ph
 -
A
l 
po
rti
on
 o
f t
he
 la
ke
. T
he
 la
ke
 
is 
co
n
n
e
ct
ed
 v
ia
 p
or
ta
ge
 to
 
M
on
tre
al
 R
ive
r, 
an
 im
po
rta
nt
 
a
rt
er
y 
a
lo
n
g 
n
'D
ak
i M
en
an
 
bo
un
da
ry
.
 
O
n 
ro
ut
e 
be
tw
ee
n 
M
o
n
tre
al
 R
iv
e
r 
an
d 
la
ke
 
x 
x 
la
ke
 
Te
m
ag
am
i. 
W
at
er
 
Ro
ut
e 
Di
re
ct
io
n 
si
te
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
rT
ra
il 
Po
rta
ge
 
N
ar
ro
w
s 
In
te
rs
ec
tio
n 
fa
ce
s 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 
IN
e
a
r 
On
 
IN
ea
r 
On
 
IN
ea
r 
An
im
a-
N
ip
iss
in
g 
Ch
Gx
-
1 
On
 r
o
u
te
 a
lo
ng
 n
o
rt
he
rn
 
Pi
ct
og
ra
ph
 -A
2 
po
rti
on
 o
f t
he
 la
ke
. T
he
 la
ke
 
is 
co
n
n
e
ct
ed
 v
ia
 p
or
ta
ge
 to
 
M
o
n
tre
al
 R
ive
r, 
an
 im
po
rta
nt
 
a
rt
er
y 
a
lo
ng
 n
'D
a k
i M
en
an
 
bo
un
da
ry
.
 
On
 r
o
u
te
 b
et
w
ee
n 
M
on
tre
al
 R
iv
er
 a
n
d 
La
ke
 
x
 
x
 
la
ke
 
Te
m
ag
am
i. 
-
Sh
ad
y 
G
re
ve
 
Ch
G
x-
2 
On
 ro
u
te
 a
lo
ng
 n
o
rt
he
rn
 
po
rti
o
n
 o
f t
he
 la
ke
. T
he
 la
ke
 
is 
co
n
n
e
ct
e
d 
via
 p
or
ta
ge
 to
 
M
on
tre
al
 R
ive
r, 
an
 im
po
rt
an
t 
a
rt
er
y 
al
o
ng
 n
'D
a
 ki 
M
en
an
 
bo
u
n
da
ry
. O
n
 r
o
u
te
 b
et
w
ee
n 
M
on
tre
al
 R
ive
r a
nd
 L
ak
e 
x
 
x
 
x
 
la
ke
 
Te
m
ag
am
i. 
W
hi
te
w
at
er
 
Ch
Gx
-
3 
On
 ro
u
te
 fr
om
/ t
o 
An
im
a 
Po
rta
ge
 
N
ip
iss
in
g 
an
d 
W
hi
te
w
at
er
 
La
ke
. L
ak
e 
An
im
a 
N
ip
iss
in
g 
is 
co
n
n
e
ct
e
d 
via
 p
or
ta
ge
 to
 
M
on
tre
al
 R
ive
r, 
an
 im
po
rta
nt
 
a
rt
er
y 
a
lo
n
g 
n
'D
ak
i M
en
an
 
x
 
x
 
x 
x 
la
ke
 
bo
un
da
ry
.
 
L
_
 
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
_
 
-
-
-
-
W
at
er
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
r T
ra
il 
Po
rta
ge
 
N
ar
ro
w
s 
On
 
IN
ea
r 
On
 
IN
ea
r 
O
n
 
IN
ea
r 
G
re
yr
oc
k 
Ch
Gx
-4
 
x
 
x
 
W
in
dy
 A
rm
 
Ch
Gx
-2
3 
x
 
x
 
x
 
x
 
Cr
o
w
ro
c
k 
Ba
y 
Ch
Gx
-2
4 
x
 
x
 
D
ia
m
on
d 
La
ke
 
Ch
H
b-
1 
x
 
x
 
x
 
Ro
ut
e 
In
te
rs
ec
tio
n 
x
 
x
 
x
 
x
 
Di
re
ct
io
n
 s
ite
 
fa
ce
s 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 r
o
u
te
 a
lo
ng
 s
o
u
th
er
n 
po
rti
on
 o
f t
he
 la
ke
.
 
Th
e 
la
ke
 
is 
co
n
n
e
ct
ed
 v
ia 
po
rta
ge
 to
 
M
on
tre
al
 R
ive
r, 
an
 im
po
rta
nt
 
a
rt
er
y 
a
lo
ng
 n
'D
ak
i M
en
an
 
bo
un
da
ry
.
 
On
 r
o
u
te
 b
et
w
ee
n 
M
on
tre
al
 R
ive
r a
n
d 
La
ke
 
la
ke
 
Te
m
ag
am
i. 
to
w
a
rd
s 
On
 ro
u
te
s 
be
tw
ee
n 
An
im
a 
m
a
in
 b
od
y 
o
f 
Ni
pi
ss
in
g,
 
Di
ab
as
e 
a
n
d 
Ha
rr
is
 
la
ke
 
La
ke
s. 
-
Al
on
g 
ro
u
te
 t
o
/ f
ro
m
 
n
o
rth
er
n 
e
xt
re
m
ity
 o
f L
ak
e 
An
im
a 
Ni
pi
ss
in
g.
 
N
ea
r 
po
rta
ge
 to
 M
on
tre
a
l R
ive
r. 
O
n
 r
o
u
te
 b
et
w
ee
n 
M
o
n
tre
al
 
la
ke
 
Ri
ve
r 
an
d 
La
ke
 T
em
ag
am
i. 
Al
on
g 
a
 r
o
u
te
 th
at
 c
o
n
n
e
ct
s 
La
ke
 T
em
ag
am
i w
ith
 L
ad
y 
Ev
el
yn
 L
ak
e 
an
d 
M
o
n
tre
al
 
Ri
ve
r. 
Di
am
o
n
d 
La
ke
 is
 a
 
0
ce
n
tr
a
l s
ta
tio
n"
 th
at
 h
e
ad
s 
ta
 m
a
jor
 w
a
te
r b
od
ie
s:
 L
ak
es
 
Te
m
ag
am
i, 
Ob
ab
ik
a,
 L
ad
y 
Ev
el
yn
 a
n
d 
th
e 
La
dy
 E
ve
ly
n 
la
ke
 
Ri
ve
r. 
0
\ 
N
 
-
.
.
.
J 
W
at
er
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
r T
ra
il 
Po
rta
ge
 
O
n
 
IN
ea
r 
On
 
IN
ea
r 
He
le
n 
Fa
lls
 1
 
Ch
Hb
-
x
 
x
 
x
 
Ch
Hb
-
H
el
en
 F
all
s 
2 
x
 
Ch
Hb
-
Ch
ris
 W
ill
is
 L
ak
e 
1 
x
 
x
 
Ch
Hb
-
Ch
ris
 W
ill
is
 L
ak
e 
2 
x
 
x
 
Th
un
de
rb
ird
 
Ci
Hb
-2
 
Ro
ck
 P
ict
o
gr
ap
h 
Su
ck
er
 G
ut
 
Ci
Hb
-
x
 
Ro
u
te
 
Di
re
ct
io
n 
si
te
 
N
ar
ro
w
s 
In
te
rs
ec
tio
n 
fa
ce
s 
On
 
IN
ea
r 
riv
er
 
riv
er
 
l a
ke
 
la
ke
 
x
 
x
 
la
ke
 
Im
po
rt
an
ce
 o
f r
ou
te
 
On
 th
e 
im
po
rta
nt
 L
ad
y 
Ev
el
yn
 R
ive
r. 
.
.
.
.
.
.
.
.
.
.
.
.
 
O
n
 th
e 
im
po
rt
a
n
t L
ad
y 
Ev
el
yn
 R
ive
r.
 
On
 ro
u
te
 to
w
ar
ds
 M
ap
le
 
M
o
u
n
ta
in
. 
Ca
n
 b
e
 r
e
a
ch
ed
 
v
ia
 L
ad
y 
Ev
el
yn
 R
iv
e
r.
 
O
n
 r
o
u
te
 to
w
ar
ds
 M
a p
ie
 
M
ou
nt
ai
n.
 C
an
 b
e 
re
ac
he
d 
via
 L
ad
y 
Ev
el
yn
 R
ive
r. 
-
On
 a
n 
a
lte
rn
at
e 
ro
u
te
 
be
tw
ee
n 
La
dy
 E
ve
lyn
 L
ak
e 
an
d 
D
ia
m
on
d 
la
ke
. O
n
 r
o
u
te
 
be
tw
ee
n 
la
dy
 E
ve
lyn
 L
ak
e 
a
n
d 
la
dy
 E
ve
lyn
 R
ive
r. 
On
 
ro
u
te
 to
w
ar
ds
 M
a
pl
e 
M
ou
n
ta
in
.
 
0
\ 
N
 
0
0
 
W
at
er
 
R
ou
te
 
D
ire
ct
io
n 
si
te
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
r T
ra
il 
Po
rta
ge
 
N
ar
ro
w
s 
In
te
rs
ec
tio
n 
fa
ce
s 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 
IN
ea
r 
On
 
IN
ea
r 
On
 
IN
ea
r 
M
a 
ko
be
 L
ak
e 
Ci
Hc
-
Th
ro
ug
h 
M
ak
o
be
 R
ive
r, 
M
a k
ob
e 
La
ke
 is
 c
o
n
n
e
ct
ed
 
w
ith
 M
on
tre
al
 R
ive
r. 
Th
ro
ug
h 
G
ra
ys
 R
ive
r a
nd
 a
 
se
rie
s 
o
f p
or
ta
ge
s,
 
to
 th
e 
La
dy
 E
ve
lyn
 R
ive
r,
 a
nd
 
th
ro
ug
h 
Tr
e
th
ew
ey
 L
ak
e 
an
d 
x
 
x
 
la
ke
 
a
 s
er
ie
s 
o
f p
or
ta
ge
s,
 
to
 L
ad
y 
l=
vP
iv
n
 
R
iw
>
r 
Lo
ng
po
in
t L
ak
e 
Ck
Hd
-1
 
M
on
tre
al
 R
iv
er
 ca
n 
be
 
Pi
ct
og
ra
ph
 -
A
l 
re
a
ch
ed
 v
ia
 S
yd
ne
y 
Cr
ee
k.
 
G
ow
ga
nd
a 
La
ke
 c
an
 b
e 
re
a
ch
ed
 th
ro
ug
h 
a
 s
er
ie
s 
o
f 
x
 
la
ke
 
la
ke
s 
an
d 
riv
er
s
.
 
-
Lo
ng
po
in
t L
ak
e 
Ck
Hd
-1
 
M
on
tre
al
 R
ive
r c
an
 b
e 
Pi
ct
og
ra
 ph
 -
A2
 
re
a
ch
ed
 v
ia
 S
yd
ne
y 
Cr
e
e
k.
 
G
ow
ga
nd
a 
La
ke
 c
an
 b
e 
re
a
ch
ed
 th
ro
ug
h 
a
 s
e
rie
s 
o
f 
x
 
la
ke
 
la 
ke
s 
a
n
d 
riv
er
s.
 
W
ap
us
 C
re
ek
 
CjH
f-
W
ap
us
 C
re
ek
 le
ad
s 
to
 P
ige
on
 
Pi
ct
og
ra
ph
 
La
ke
 w
hi
ch
 is
 o
n
 a
 r
o
u
te
 o
u
t 
o
fT
em
ag
am
i a
re
a 
via
 F
er
ris
 
la
ke
 to
 G
ra
ss
y 
a
n
d 
M
at
ta
ga
m
i R
ive
rs
 a
n
d 
Ja
m
e
s 
Ba
y.
 
W
es
t M
on
tre
al
 R
ive
r 
cr
e
e
k 
ca
n 
be
 re
a
ch
ed
 th
ro
ug
h 
x
 
x
 
x
 
ba
ck
w
at
er
 
W
ao
us
 C
re
ek
. 
W
at
er
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
r
Tr
ai
l 
Po
rta
ge
 
N
ar
ro
w
s 
On
 
IN
ea
r 
On
 
IN
e
a
r 
On
 
lN
e
a
r 
M
at
ac
he
w
an
 
Da
He
-4
 
La
ke
 P
ic
to
gr
a
ph
 
x
 
x
 
M
at
ac
he
w
an
 
Da
 H
e-
La
ke
 P
ic
to
gr
ap
h 
2 
x
 
x
 
M
at
ag
am
as
i 
Ce
Hd
-
1 
La
ke
 P
ict
og
ra
ph
 
x
 
x
 
R
ou
te
 
Di
re
ct
io
n
 s
ite
 
In
te
rs
ec
tio
n 
fa
ce
s 
la
ke
 
la
ke
 
la
ke
 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 ro
u
te
 o
u
t o
f t
he
 
Te
m
ag
am
i a
 re
a 
in
to
 th
e 
Ja
m
es
 B
ay
 w
a
te
rs
he
d.
 
~
 
On
 ro
u
te
 o
u
t o
f t
he
 
Te
m
ag
am
i a
re
a 
in
to
 th
e 
Ja
m
es
 B
ay
 w
a
te
rs
he
d.
 
On
 ro
u
te
 b
et
w
ee
n 
La
ke
 
W
an
a
pi
te
i a
nd
 S
tu
rg
eo
n 
Ri
ve
r. 
W
an
ap
ite
i R
. c
ro
ss
es
 L
. 
W
an
ap
ite
i. 
Th
is
 r
iv
e
r 
flo
w
s 
so
u
th
 i n
to
 th
e 
Fr
en
ch
 R
.
 
an
d 
its
 h
ea
dw
at
er
s 
w
e
re
 p
ar
t o
f 
an
 o
ld
 f
u
r 
tr
ad
e 
ca
 n
o
e
 r
o
u
te
 
to
 th
e 
M
at
ta
ga
m
i L
. a
nd
 R
.
 
(H
od
gin
s a
nd
 B
en
id
ic
ks
on
 
19
89
:7
9).
 
0
\ 
w
 
0 
W
at
er
 
R
ou
te
 
D
ire
ct
io
n 
si
te
 
SIT
E 
NA
M
E 
ro
u
te
 
W
in
te
r T
ra
il 
Po
rta
ge
 
N
ar
ro
w
s 
In
te
rs
ec
tio
n 
fa
ce
s 
Im
po
rta
nc
e 
o
f r
o
u
te
 
On
 
IN
ea
r 
On
 
IN
ea
r 
On
 
IN
ea
r 
M
at
ag
am
as
i 
Ce
Hd
-
O
n 
ro
u
te
 b
et
w
ee
n 
la
ke
 
la
ke
 P
ic
to
gr
ap
h 
W
an
ap
ite
i a
n
d 
St
ur
ge
on
 
2 
Ri
ve
r. 
W
an
ap
ite
i R
. c
ro
ss
es
 l.
 
W
an
ap
ite
i. 
Th
is 
riv
er
 fl
ow
s 
so
u
th
 in
to
 th
e 
Fr
en
ch
 R
.
 
a
n
d 
its
 h
ea
dw
at
er
s 
w
e
re
 p
ar
t o
f 
an
 o
ld
 fu
r t
ra
de
 ca
 n
o
e
 r
o
u
te
 
ta
 th
e 
M
at
ta
ga
m
i l
. a
n
d 
R.
 
(H
od
gin
s a
n
d 
Be
ni
di
ck
so
n 
x
 
x
 
la
ke
 
19
89
:7
9)
.
 
Ch
in
ig
uc
hi
 L
ak
e 
Cf
He
-
O
n 
a
lte
rn
at
e 
ro
u
te
 fr
om
 
Pi
ct
o
gr
ap
h 
M
a
ta
ga
m
as
i L
ak
e 
ta
 S
to
uf
fe
r 
x
 
x
 
la
ke
 
la
ke
 a
n
d 
St
ur
ge
on
 R
ive
r. 
St
ou
ffe
r l
ak
e 
Cg
 H
e-
O
n 
al
te
rn
at
e 
ro
u
te
 fr
om
 
Pi
ct
og
ra
ph
 
M
at
ag
am
as
i L
ak
e 
ta
 
x
 
x
 
x
 
la
ke
 
St
ur
ge
on
 R
ive
r. 
Fe
rri
s 
la
ke
 
Ck
Hg
-1
 
O
n 
ro
u
te
 b
et
w
ee
n 
Pi
ge
on
 
Pi
ct
og
ra
ph
 
la
ke
 a
n
d 
Gr
as
sy
 R
ive
r (
Ja
me
s 
x
 
x
 
la
ke
 
Ba
y 
w
a
te
rs
he
d).
 
ANNEXA 
LAKE TEMAGAMI AND THE ROUTE TO HUDSON BA Y 
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Lake Temagami was mentioned in Gabriel Druillettes ' account in the Jesuit 
Relations of 1656-1657, which discusses the "Routes to the North Sea" (Hudson 
Bay) and gives the following description of one route, "There is a new way still, 
from the country of the Hurons to Three Rivers, starting from the lake called 
Temagami, - that is, 'deep water,' - which I think is the Fresh-water sea of the 
Hurons, and the source of the great St. Lawrence river" (Thwaites 1896-
1901:44:243, 245). Thwaites (1896-1901:44:324) and Crouse (1924:154) claim 
that it is Lake Temiskaming on the Ottawa River that is implied in this description. 
The name of this lake also stands for "deep waters" and it was on a well known 
route to Hudson Bay via the Ottawa River. 
Seventeenth and eighteenth century maps by Jolliet (1679), Franquelin (1685), 
Jaillot (1970[1685]) and Delisle (1703) are among the earliest to mention a Lake 
Temagaming, though it is located in Québec in the area of Lac Mistassini. Early 
cartographers relied extensively on the accounts of the Jesuits and the voyageurs 
for the production of their maps (Heidenreich 1978; Kershaw 1993: 125-160). 1 The 
confusion regarding the location of Lake Temagami in Québec might stem from a 
mention in the Jesuit Relations of 1683 (Thwaites 1896-1901:62:223) which 
states, "The Mistassins, whom Father sylvi bas gone to teach on Lake 
timagaming ... " Prior to this description, du Creux' 1660 map (Thwaites 1896-
1901:46: Frontispice) which relied on Gabriel Druillettes ' account of the "Routes 
to the North Sea" in the Jesuit Relations of 1656-1657 (Thwaites 1896-
1901:44:243, 245), indicates a ':Lake Outak8amicus" in the area. This lake most 
1 For an excellent example of the process of incorporating the Jesuit Relations and otber 
accounts of early explorers into cartograpby, see the work of Delisle (Dawson (2000] and 
Transcription cartographique par Guillaume De/isle, des données géographiques et humaines 
extraites des récits de voyage de Jacques Cartier et de Samuel de Champlain essentiellement 
contenues dans l'Histoire de la Nouvelle-France de Marc Lescarbot. Archives Canada-France. Fonds 
du secrétariat d'Etat à la Marine et aux Colonies, MARINE JJ/6/75 pièces 151A et 156 à 198. 
http :/ /bd.arcbivescanadafrance.org/acf/doc.xsp? frnt=tab&from=fonds&id=FRCAOM _ CanadaOO l_fon 
dsdusecretariatdetatalarnarineetauxcolonies. 
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likely represents Lake Mistassini (Crouse 1924:148). Jolliet's (1679) map depicts 
a "Lac Timagaming," Franquelin ' s (1685) map indicates a "lac Timagaming ou 
Mistasing. " Later maps depict a "Lac Timagaming" (Jaillot 1970[1685]), "Lac 
Mitasini" (Franquelin [1699] in Natural Resources Canada [1957]), "Lac du 
Mistasins" and a "Lac Outakouami" (Delisle 1700), and Lakes "Timagaming ou 
Outakouamiois" and "Mistasin" (Delisle 1703).2 On his map, Jolliet (1679) 
indicated the route that he took from Tadoussac to James Bay, which passed 
through Lake Mistassini ( called Timagaming on rnap ). This route was also 
undertaken earlier by Father Charles Albane! in 1672 (Thwaites 1896-
1901:56: 149-217). Sin ce cartographers reproduced each other works, this route 
was later featured on Jaillot's map and the name re-appeared on otber maps 
(Kershaw 1993:155-158). 
It appears that the name Timagaming was employed at the time for a lake in 
northem Québec and there is a Lac Témiscarnie east of Lac Mistassini, whose 
toponym also signifies "a deep lake" (Paré et al. 2003:202). It was only when the 
Jesuit Father Pierre-Michel Laure ventured into northem Québec between 1720 
and 1730 to man the Saguenay mission and, as a result, produced a series ofmaps 
(Thwaites 1896-1901:68:23-117; e.g. Laure [1732]) that Timagaming disappeared 
from the maps. 3 
2 Lake Outakouami was located, according to the maps, north-east of Lake Mistassini (Thwaites 
1896-1901 : 18:257). 
3 To this author ' s knowledge, the first correct identification of Lake Temagami 
(Tamagamingue) is found on a map by Bouchette (1846) . 
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